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Enter the artist, who seems to have always been interested in and entranced by the depiction of
the “other”, the outsider, and an appreciation for the beauty of oddities in nature…
Lisa Kereszi

I said go out on the highway and you’ll see lots of freaks, I get paid to be called that but I’m not
a freak, I’m a lady.
Percilla Bejano, the Monkey Girl

This work is dedicated to Marie Roberts:
mentor, colleague, art-mom and friend.
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ABSTRACT

Toni-Lee Sangastiano Mackin

DIALOGIC DISSENSUS: THE POSTMODERN SIDESHOW

In the United States, the sideshow occupies a marginal and often controversial space in
popular culture. Despite a decline of the sideshow during the early twentieth century, its
postmodern reinvention in 1980 has inspired a proliferation of the aesthetics of the sideshow
within mass media and culture as a highly profitable commodity. The current existence of the
sideshow as a thriving genre can sometimes be met with surprise, disbelief, or disgust because of
the history of sideshow and existing codes of “normality.” Although there is pre-existing
scholarship on Bakhtin and the sideshow, what is missing is an exploration of Bakhtin’s
dialogism in relation to the art of the postmodern sideshow. This dissertation argues that the
postmodern sideshow as an art form is an example of a reinvention of intersubjectivity through
Bakhtin’s dialogic and still relevant for understanding contemporary aesthetics. Furthermore, I
propose that the carnivalesque is an aspect of the dialogic because the carnivalesque renews hope
for a better future which reverberates through unfinalizable time. Instead, I will propose an
intertextual genealogy between philosophical thought and the first-hand voices of sideshow
performers and related show people in the spirit of dialogism. However, I assert that the dialogic
is nearly impossible without a dissensus because of precarization and our permanent cellular
connection as a result of our technological progress, which did not exist at the height of
postmodernism. This new tyranny of normality has depersonalized our time, dissolved our
friendships and communities, our ability to communicate, and our social consciousness to
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empathize with others in a fundamental shift to our notions of exploitation. A revolution of the
aesthetic regime through the maternal will create a new paradigm that reorganizes our senses,
our social consciousness, and the conditions for possibility in the dialogic.
Keywords: Sideshow, Bakhtin, Rancière, Baroque, Normality
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INTRODUCTION
“I’m passionate about the sideshow as well and I really want to celebrate the fact that what we
are looking at now, in fact, we, the general public, and I do consider myself as one of those as
well, as being a fantastic freak, we consider it ok for people like me to do stuff like this because
we own it, we got the agency, and it was our decision, so [middle finger gesture] to anyone who
doesn’t know that [followed by roaring applause].”
Matt Fraser
Sideshow exhibition opening, Edgewood Gallery, Yale School of Art, 2015
“Wearing a beard in the sideshow and doing an act which transgresses what happens
traditionally, it turns it around, it takes my position from object into the subject, it takes the gaze
and turns it back, it’s all good but no matter what I’m doing, in the banner on the outside,
bearded lady is a stigmatized category. No matter how Otis feels about performing in the
sideshow, there are a lot of other people who don’t want to perform in the fucking sideshow.
They’d rather be doctors and lawyers and the sideshow continued through all these years to
create and prolong these stigmatized positions.”
Jennifer Miller
Panel discussion on sideshow and art, Yale School of Art, 2015
Almost forty years after the reinvention of the sideshow as postmodern phenomenon, this
research began with a question—what is the relevance of sideshow and its aesthetics and what
can this phenomenon tell us about contemporary culture and aesthetics? As a form of Otherness,
the freak show and its legacy historically aligns with alienation because of the troubadour
lifestyle, resounding connection with counterculture movements through social upheavals in the
United States, and the backlash against Modernism in the art world. Although there are less than
a handful of actual sideshows in existence today, ironically, the aesthetics of the sideshow is a
popular and highly profitable formula that has been simulated and commodified in media and
culture. The sideshow has historically been associated with a range of paradoxical themes to
include exhibition versus exploitation, voyeurism versus agency, self-expression versus
simulation, and the beautiful versus the grotesque.
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Beyond these sideshow themes, the genre proliferates mass media in both literal and
metaphorical ways. The fact is that the freak show and its themes sell. This is most evident on
social media and in mass media, particularly with our nonstop 24/7 media machine. First and
foremost, the true sideshow, also known as the freak show, typically features ten acts on one
stage with fire eaters, sword swallowers, glasseaters, and any number of other acts whose origins
can be traced back to antiquity. There are traveling sideshows that exist today such as the World
of Wonders and there is only one permanent ten-in-one sideshow in Coney Island, Sideshow by
the Seashore’s Coney Island Circus Sideshow. Whereas the Jim Rose Circus Sideshow brought
the freak show to clubs and music festivals during the 1990s in a significant, historical shift, the
2010s featured the Venice Beach Freak Show, a “TV” freak show on the FX Network. Beyond
these sideshows, there are many offshoots of solo performers and groups of performers in
endless variations of vaudeville, magic, mentalism, theatre, and stunts. Although the circus and
the sideshow are historically different entities, which I will briefly discuss in this dissertation, the
general public will most often associate the sideshow with the circus because the sideshow was a
staple of many circuses at the turn of the twentieth century until large rides and shifts in leisure
time made the sideshow less profitable.
Metaphorically, the sideshow, freak show, and the circus as words in language, saw a
resurgence as popular figures of speech for politics, sports, and any derisive reference to the
weird, chaotic, and unfit, especially during the 2016 United States Presidential Election. Between
the literal and the metaphorical, television and media has featured a host of popular media series
on fictional sideshows, such as Carnivale and American Horror Story: Freakshow. Other media
featured documentaries about people born with medical conditions or some other bodily extreme
for educational purposes. Upon closer inspection, these educational “TV” series are not much
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different from the medical theatres of the Victorian era. Other than the differences in historical
contexts, where exactly are the lines between the educational and the exhibited? Similarly, at the
turn of the twentieth century, P.T. Barnum, as an avid supporter of science, sought to both
educate and entertain the masses with his American Museum. This information is often contrary
to Barnum’s legacy in popular culture. On the other hand, cable television networks, who often
feature people and subject matter that was typically part of the sideshow differentiate themselves
through the branding of their networks with words such as history, discovery, or learning.
Beyond the surface, these differentiations are more complex yet they continue to inform our
ideas of normality and otherness.
Additionally, over the past few decades, numerous art exhibitions have been inspired by
the sideshow, its aesthetics, and its most iconic geographical location in Coney Island, while
publications, both printed and online, present the oral microhistories of a genre that was once
entirely condemned before its postmodern reinvention. Prior to the reinvention of the sideshow
as a postmodern phenomenon, the sideshow or freak show became a “valid” subject of study for
academic and scholarly research during the 1970s and took off further during the height of
postmodernism. Mikhail Bakhtin, as the philosopher of the carnivalesque, championed the
grotesque as a site of becoming and the introduction of his scholarship to the United States aligns
with both the postmodern and the freak show phenomenon of the 1980s. Debates raged on, both
scholarly and socially, about the freak show, its postmodern reinvention, the connection to the
grotesque, and the authenticity of its associated agency in its postmodern form because of the
historical baggage of the performance genre. Although the sideshow may have prolonged
stigmatized categories of otherness, I insist that the sideshow is not solely to blame because there
are many societal complexities, contexts, and individual stories to analyze before dismissing an

4
entire genre. Furthermore, I argue that the postmodern sideshow is an example of the dialogic
because performers specifically challenge codes of normality through their agency and spectators
as participants leave with a shifted world perspective. Jennifer Miller and Matt Fraser are
examples of postmodern sideshow performers who actively challenge the public perception of
the sideshow and constructions of normality. As a result, it was imperative for me to include
performer and show people’s perspectives as much as possible, which involves their
explanations of the philosophical and social complexities within their historical contexts and how
these complexities directly affect their daily lives. Regardless of the philosophical theories, their
voices and perspectives based on their direct experiences position them as the experts in their
field since many aspects of the postmodern sideshow are often misunderstood. At the same time,
I also want to acknowledge the folly, prejudices, objectification, and othering of a society in the
previous century and whose legacy remains today, even as the progress on equality and equity
shift and continue to inform our society at the time of this research. Therefore, the sideshow is
not dead, it is alive, thriving, and I contend that it will never die as long as the art of the
sideshow, and there is an art to the sideshow, continues to entertain with performers who hone
their craft.
There have been many important contributors to the academic scholarship of the
sideshow but most important of all, are the show people whose voices have been documented
and included in this research. One might ask, why am I qualified to add to this genre of research?
I believe that I occupy a liminal space because of my connection to the sideshow community,
which inadvertently began in 1996 through my Professors Marie Roberts and Dick Zigun at
Fairleigh Dickinson University when I was an art major. I began my research as an
undergraduate on the history of sideshow banners as part of my senior honors thesis under their
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tutelage and I had the privilege to create several sideshow banners for Zigun’s 1997 bannerline.
This one event has inspired the past several decades of documentation and art, and it has granted
me a rare inside view into a niche community that has openly welcomed me despite the fact that
I am not a sideshow performer. This dissertation is an extension of my artistic interests in the
genre, the philosophical themes of the sideshow, and the prevalence of the aesthetics of sideshow
in media and culture since its postmodern reinvention in 1980.
Under the umbrella of mass media, which includes social media, television, and
advertising, the aesthetics of the sideshow and its formula for profits has only expanded.
Previously, scholarly research compared the sideshow with various forms of media to include the
talk show and reality television. As our lives and forms of communication are increasingly
online and as the boundaries between our work and home lives dissolve, we willing participate or
subject ourselves to a system of exhibition and exploitation for both self-expression and survival.
Everyone becomes a performer on the social media stage. At the same time, the stigma of moral
judgment against the sideshow ironically remains. As a form of Otherness, the freak show and its
legacy aligns with alienation, which became a resounding connection for counterculture groups
through the social upheavals in the United States, the backlash against the Modernism of the art
world, and semiocapitalism. On the other hand, through social and mass media, there is a
proliferation of points of view that is an extension of the heteroglossia of the postmodern and a
multiplication of polyphony as a result of our technological progress, post-dial up modem.
Decades beyond dial-up, there has been a definitive shift in our use of technology that has led to
an epidemic of exhaustion and anxiety. Every moment we are connected to technology through
our phones, smart homes, and smart appliances of the internet of things, it results in data points
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that are profitable commodities. More often than not, we are either oblivious to this collection of
data or there is little to no access to the information that is collected about us.
This dissertation, Dialogic Dissensus: The Postmodern Sideshow, concerns itself with
the relevance of the sideshow and its aesthetics to contemporary media and culture in the United
States. I argue that the postmodern sideshow as an art form is an example of a reinvention of
intersubjectivity through the dialogic, and still relevant for understanding contemporary
aesthetics. Furthermore, in light of our current hyper-connected consumer condition, I contend
that the dialogic is only possible through dissensus. Without a disruption to our media and
screen-based world, a reorganization of our senses and our sense of normal, the dialogic is
impossible. The postmodern sideshow is one form of art that allows an unmediated interaction to
happen face-to-face and this key to an ethico-aesthetics for both our humanity and our planet.
Chapter 1, “Modernism, Postmodernism, and the Sideshow,” explores the question of the
continued existence of the sideshow. What is the difference between modernism,
postmodernism, modernity, and how does this influence the niche performance art genre of the
sideshow and its historical variations? The values, theories, and aesthetics between modernist
and postmodernist tensions have parallels to the sideshow at the turn of the century and its
postmodern counterpart. Modernism began as the fringe outcast of the art world until it became
the dominant form of culture. Critics such as Clement Greenberg spoke for the artists’ creative
intention as a champion of the arts. On the other hand, Greenberg’s dominance can also be seen
as an erasure of artist agency. Regardless, the power dynamic between critic and artist, highbrow
and low brow, created a dominant and accepted form of art to the inadvertent exclusion of all
other forms and voices until the advent of postmodernism. Richard Kearney, Walter Benjamin,
and Gianni Vattimo serve as critical voices of modernism and its promises as well as the
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complexities of the democratization of art. This discussion is important to the postmodern
rebuttal, its previously silenced microhistories, and the subsequent shift to bring forth an era of
polyphony in the postmodern.
In Chapter 2, I include a brief history of the sideshow and answer the question, what is
the postmodern sideshow? The revival of the sideshow in 1980 is a significant historical moment
that coincides with a societal shift in self-expression and the bodily agency of Generation X
along with an explosion of new musical genres; grunge, alternative, R&B, and hip hop. In this
chapter, it is my contention that the postmodern sideshow and its offshoots during the 1990s, are
more than just examples of the Bakhtinian carnivalesque, a position that is also often debated by
other scholars, and are potential examples of Bakhtin’s dialogism through art, performance, and
skaz. There is an art of the sideshow, which requires practice, knowledge, skill, and creative
expression; just like any other form of performance art or artistic and expressive creations. In this
dissertation, I include some of the most highly regarded performers in the sideshow business,
who are revered and respected for their craft in their industry. On the other hand, it is also
important to acknowledge that there are many sideshow performers who have not honed their
craft or have no desire to do so either. That is their right and choice. First and foremost, circus
and sideshow owners, artistic directors, and performers also debate the “art and entertainment
value” between those performers who have honed their craft as an art form and those who
perform for “shock value” only. These debates are often no different than any other debates in
the art world. Nevertheless, web 1.0, hypertext markup language (HTML), websites such as
sideshowworld.com, and now social media are the digital ephemera of our time and serve as the
most prominent documentation and distribution of the past, present, and future preservation of
the sideshow.
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In relation to Bakhtin and the sideshow, skaz has a particular connection to the sideshow
as an artistic speech phenomenon that I propose is most akin to the patter of the outside talker. I
consider art and its many forms, which includes the role of the actor and performance art, as
related to the dialogic in Bakhtin. A celebration of the grotesque and a reversal of hierarchies is
present in the postmodern sideshow but what is missing is a further examination of the
postmodern sideshow as an example of Bakhtin’s dialogic. I assert that the postmodern
sideshow, as a participatory performance art is an example of the dialogic. Furthermore, I also
assert that the carnivalesque is an aspect of the dialogic because of the temporary reversal of
hierarchies and the celebrations of the other, which reverberate and perpetuate a hope for a better
future through an ethics of communication, understanding, and a self-to-other responsibility. My
assertion links Bakhtin’s carnivalesque to the dialogic. Additionally, there is a direct correlation
between Bakhtin’s analysis of folk culture in Rabelais and His World and the position of the
freak show in society, which includes the grotesque, the impure, the abject, and the outcast as
seen through Foucault, Kristeva, Hegel, and Nietzsche. Bakhtin also specifically mentions
sideshow performers of the marketplace and their importance and continued existence to society
in both Rabelais’ and his time. Bakhtin claims they are too numerous to list, but Hugh LeRoux’s
Acrobats and Mountebanks (1890) provides an extensive inventory and evidence of the variety
of circus and sideshow performers that existed throughout Europe and the United States. But no
discussion of the sideshow is complete without a discussion of Coney Island. As one of the only
geographical locations in the United States, that was once home to the most sideshows in the
country, this iconic location has played prominent roles in the social fabric of society. Coney
Island has historically been seen as a site of Bakhtin’s carnivalesque by many scholars and I
propose that Sodom by the Sea is a heterotopic site through the lens of Foucault. Foucault
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directly references festivals, fortunetellers, snake women, and leisure time; all aspects of Coney
Island and the sideshow.
Lastly, in Chapter 2, I intertextually analyze Bakhtin’s dialogic with Hegel’s dialectic,
Kojève’s interpretation of Hegel, and Levinas’ call of the other. Empathy and ethics are key
discussions to the horizontal and asymmetrical power relations through both time and space. At
the same time, historical contexts inform all of their philosophical positions but there are crucial
distinctions to make between the monologic and dialogic. Importantly, Bakhtin’s outsidedness
and the aesthetically creative actor reinforce the connection of the sideshow as a performance art
to the dialogic. Both Jennifer Miller, LGBTQ activist, bearded lady, and cofounder of Circus
Amok, and Matt Fraser, an actor with phocomelia most often known as “seal boy,” actively shift
people’s perspectives and are examples of the dialogic in the postmodern sideshow.
Chapter 3, “Monologic Tyranny of Normality: You’re a Freak!,” explores the history of
the construction of the freak in society through monologic systems of power. I begin with the
questions; what is normal? who has the power to define normality? and lastly, how does
normality create categories of abnormality, otherness, deviance, or freaks? It is my contention
that the status of the freak in American society parallels the shifting philosophical, linguistic,
social, and institutional theories and practices through a genealogical study of popular books on
the analysis of freaks from the nineteenth century through the twenty-first century. The
scholarship on freaks and the freak show, as a niche genre, relies upon a core set of texts and
traces several monologic systems of power, which deploy normality and is crucial for
understanding aesthetics and language in media and society. Although the formation of a norm is
an innocuous generality that serves as useful data point or average, there are some negative
consequences that can result from the construction of normality. Foucault’s genealogy of the
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deployment of sexuality and the categorization of knowledge creates a binary system between
normality and abnormality that has led to exclusionary dispositifs of vertical power which create
otherness. These monologic systems of power affect both the freak show and all of society in
both direct and concealed ways. These monologic systems are in contrast to Bakhtin’s dialogism,
which relies on outsidedness, simultaneity, potentiality, and unfinalizability. More specifically, I
focus on the categories of exclusion that have been historically related to the sideshow such as
gender, race, and ability. In addition to the voices of performers, I also include the perspectives
of Judith Butler, Franz Fanon, and Rosemarie Garland Thomson to provide further intertextual
commentary on these categories of exclusion.
The persistence of these systems of power linger today and affect everyone in society.
Linguistically, the word “freak” has been used to historically define the sideshow, but what is the
origin of this terminology? Freak, as related to the sideshow, has been an insult and it is also a
badge of honor, as it remains today. As the word freak became synonymous with alienation,
countercultures in the United States adopted the freak flag. The Happenings and the Intermedia
movements of the 1960s and 1970s were inspired by the aesthetics of the sideshow in different
ways but most importantly, the emergence of performance art as a new artistic genre laid the
foundation for the postmodern sideshow to emerge as its own accepted niche genre of
performance art in the following decade. With the reinvention of the sideshow as a postmodern
phenomenon, there is a re-emergence of the moralistic critiques and charges of exploitation
against the sideshow. These “do-gooders,” who had no connection to the sideshow, never asked
the performers what they wanted, in a complete usurpation of agency. What the public did not
realize was that sideshow performers were using the genre of sideshow as not only a form of
artistic expression but to also critique society, reverse the gaze, and have full command over
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their own agency. To explore the history of the sideshow and its critiques, theories of the gaze
are explored through Jacques Lacan, Laura Mulvey, and Rosemarie Garland Thomson because
they are important to the history of the sideshow and its societal interpretations. The postmodern
sideshow performers are keenly aware of these theories and their reversal of the gaze becomes
part of their agency. However, the inclusion of performer voices prior to the postmodern
sideshow makes it clear that there were many performers who had agency prior to its postmodern
reinvention as successful performers who earned a better living than what society offered them,
often as owners of their own shows.
Part of the agency of the postmodern sideshow includes the technological progress during
the 1990s through the world wide web, hypertext markup language, email, and compact discs,
which allowed the creation and distribution of language and subjectivity on an unprecedented
reach and scale. Sideshow performers, in particular, had a new means to reach their audiences,
define themselves, and connect with other show people. With the introduction of cell phones and
later, smart phones, technology becomes an increasing part of daily life. Home computers, faster
internet speeds, social media, and the creation of the twenty-four-hour news cycle creates a
massive participatory and global network. As media consumption and screen time increases in
the first decades of the twenty-first century, our abilities to communicate with one another and
our conceptions of “human exploitation” shift. At the same time, simulation and “sleep mode”
creates a hyperconnection to the apparatus or dispositif in an alarming and inescapable web
through what Bifo Berardi calls the infosphere and the cellularization of labor. Other than
simulacra, the postmodern continues through the proliferation of multiple points of view. Berardi
sees this as a resurgence of the Baroque but ironically, as the means for communication are more
technologically possible and more advanced, the infosphere has contained people in their echo
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chambers in a distinct loss of communication and language to anxiety and exhaustion. The
subsequent exhaustion and loss of language leads to what Bifo Berardi calls precarization and
cognitive capitalism, which adds further complexity to discussions of self-expression, the erasure
of subjectivity, means to make a living, objectification, and ethics. Bakhtin emphasizes the role
of the other in our co-creation and warned against the trap of the echo chambers in our own
minds decades before the world wide web was created by DARPA. Today, social media and
mass media reinforce those echo chambers outside of our minds and into our everyday lives,
which makes the dialogic a critical component to a restoration of communication and ethics.
Chapter 4 focuses on how and where the aesthetics of the sideshow appears in media and
culture in the United States. I assert that the aesthetics of sideshow continues to flourish in the
United States as a profitable and commodified trend in American media and culture. The
growing popularity of the sideshow over the past few decades includes dime museums, niche
sideshow publications, freak show conventions, and sideshow-inspired television series and
documentaries. As the postmodern sideshow rose to prominence during the 1990s, cable
television networks such as The Learning Channel’s (TLC), “Sideshow: Alive on the Inside,”
which was narrated by Seinfeld’s Jason Alexander, signaled a transition from the fringe to
mainstream culture. At the time of the filming of this documentary, many of the voices of the
most famous freaks, who are considered sideshow royalty, were included in the documentary.
Jeanie Tomani, the “Half Girl” and Percilla Roman, “the Monkey Girl,” share their stories and
their triumphs. Other networks featured “health” or “medical” anomalies such as Siamese twins,
morbid obesity, and little people. These early television series paved the way for “The Biggest
Loser” and “My 600 lb. Life” among many others series who have relied on the aesthetics of the
sideshow as a profitable formula. Richard Kearney comments on the postmodern obsession with
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alienation, which coincides with a rise in the popularity of the freak show and its themes, to
include a variety of postmodern television shows. The X-Files focused on the alienation of its
two main characters from the rest of the F.B.I., Agents Fox and Mulder, because of their
investigations into the bizarre and literal aliens from outer space, however, there is a specific
episode about the freak show. As one of the most popular television series at the time, a focus on
the freak show signaled its prominence in popular culture and tapped into the larger feelings of
alienation that were characteristic of the postmodern. These prominent anomalies tie into the
postmodern and include questions about existence of the freak show, normality, and societal
critiques, which reflect its popularity in the culture at large. I also consider several other
examples of media in television, print, and online publications.
In the world of high art, the most blatant sideshow simulation is Coco Fusco’s and
Guillermo Gómez-Peña’s, 1992 Couple in a Cage, also known as Two Undiscovered
Amerindians Visit the West. The performance mimicked the exhibition of indigenous people in
the circus and sideshow and many spectators not only believed the discovery of this previously
unknown peoples but in some instances, they also paid money to take photos with them and see
the “male subject’s” genitalia. The anti-colonialist critique was a commentary on the myths of
inferiority about indigenous peoples and it was especially powerful in countries with a history of
colonizing other peoples. Coney Island, at the turn of the century, featured exhibits of people
from “exotic” locations as did zoos and other places of science. In recent history, there have been
failed attempts to Disneyfy Coney Island in a similar way to Times Square in New York City.
Baudrillard’s verb to describe the ultimate simulation, Disneyfy, remains relevant decades later.
In one example of Disneyfication that often escapes critique is Epcot’s World Showcase, which
features the “lands” of eleven countries where cast members originate from the host country to
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provide authenticity. What are the real differences between these simulations of culture and
countries? Despite a century of difference in historical time and geographical locations, do both
aim to educate and entertain while turning a profit? The comparisons add only more complexity
to our discussions.
Other recent sideshow trends in art include several exhibitions at major art institutions
such as the Wadsworth Athenaeum Museum of Art’s “Coney Island Visions of An American
Dreamland 1861–2008” and the Metropolitan Museum of Art’s “Seurat’s Circus Sideshow,”
which includes a history of the marketplace, where the sideshow or parade often performed, and
the prominence of the sideshow in art and culture in France during Seurat’s lifetime. This early
history of the sideshow in Europe and its subsequent evolution provides an important social
contrast to its later counterparts in the United States. The same exhibition features the political
caricatures of Honoré Daumier and his comparisons to sideshow performers during the early
1800s. These political comparisons not only persist but also became highly prevalent to the
political life of the United States. However, for the first time in United States history, both the
circus and the sideshow used mass media to stand up against these negative comparisons. I
include extensive documentation of these marketing campaigns because it represents an
important historical moment. Like Daumier’s caricatures, the marketing campaigns against the
political comparisons drip with satire and humor. Consequently, the linguistic metaphorical
popularity of the sideshow and circus add further evidence to the proliferation of the aesthetics of
sideshow in media and culture into latter half of the 2010s.
Lastly, Chapter 5, “The Reinvention of Intersubjectivity: Dialogical Dissensus” focuses
on how the dialogic is dependent upon dissensus because it has become normal to spend more
time on our screens than face-to-face interactions. Since the introduction of Baudrillard’s
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simulacra in the postmodern, its formulas have become a profitable commodity that continues to
reign today. Jacques Rancière labels this proliferation of simulation as the reigning form of
consensus. The postmodern sideshow is an example of a reinvention of intersubjectivity as a
form of the dialogic through the arts, however, our active submission and participation in
cognitive capitalism has made the conditions for the dialogic more challenging, if not
impossible, in the era of the cellularization of labor and precarity. Jonathan Crary adds to our
discussion through a genealogy of our attention, perception, and spectacle as forms of
disempowerment, which includes an analysis of detournement. Although the aesthetics of the
sideshow remains a popular and profitable aesthetic in media and culture, the simulation of
polyphony and our addiction to media is dangerous because our perpetually-networked screens
creates a homogenized subjectivity, which furthers a physical divide between other beings whose
opinions differ from our own and lessens our capacity for answerability. Bakhtin claims that our
ability to respond or answer is unavoidable as long as we are physically alive. But what happens
when we are physically and mentally exhausted by our participation in the infosphere? Our
participation in the infosphere has become a new norm and as Judith Butler reminds us, the
violence of norms determines what is or is not considered intelligible, real, or human. Everyone
has become an expendable cog in the infosphere.
As a result, there is a loss of language and our ability to communicate with one another. I
contend, without language and communication, the dialogic is impossible because not only are
we trapped in our own echo chambers, we are too exhausted to care. Furthermore, in light of our
current hyper-connected consumer condition, I contend that the dialogic is only possible through
dissensus. Dissensus reorganizes the senses or what is seen, thought, and felt. Most important to
this discussion is Rancière’s aesthetic regime because of its potential to create a revolution. The
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aesthetic regime engages in a double action that causes a rupture and reconfiguration of the
sensible. Instead of a reversal, the aesthetic regime exists in between two points of tension or in
other words, art finds the gap in the system to create new possibilities.
Relatedly, there are important parallels to consider between Rancière’s dissensus and the
role of strangeness and Bakhtin’s dialogic and the role of the grotesque in carnival. Strangeness
presents a surprise arrangement of heterogeneous elements that reveals the underlying monologic
ideologies, realities, and societal contradictions. For the purposes of this discussion, I argue that
Postmodern Sideshow relies on a multiplicity of strangeness in presentation, speech, and space.
Whereas the grotesque describes both the literary genre of grotesque realism and the detailed
physical descriptions of anomalous bodies with protuberances and bodily processes, which are
often ignored or dismissed under the guise of “good” taste. Both strangeness and the grotesque
possess the power of transformation and present a challenge to accepted norms in binary
systems. Additionally, Rancière’s analysis of the curiosity shop will be important to this
research because of its connection to the sideshow and its origin in the Baroque. A history of the
Baroque and its variety of arts, which often simulate reality in the seventeenth century, are a key
component to this chapter. The origins of commedia dell’arte and opera buffa (funny) in the
Baroque are also relevant to this chapter because of their connection to the sideshow and the
Metropolitan Opera’s recent production of Cosí Fan Tutte, which transformed Mozart’s Naples
setting into a 1950s Coney Island sideshow theme. More specifically, the Baroque is an
expression of multiplicity and the unfolding of the universe due to the scientific discoveries of
matter in both space and time. As a result, the fold becomes philosophical metaphor for infinity,
possibility, and multiplicity in Rancière and Gilles Deleuze, who sees Leibniz as the philosopher
of the Baroque. However, no discussion of the Baroque is complete without Bernini. I include an
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analysis of Bernini’s baldacchino and its stemme as an expression of the Dionysian, différance,
and the maternal through its grotesque heraldic crests of a woman giving birth and satyrs. I
contend that the double meaning of the canopy of the baldacchino as a bed becomes a Baroque
sexualized metaphor of birth, which includes the grotesque and ties directly to the sideshow. The
doubling of meaning also ties directly to the fold and its power to create new stories as a
metaphor for the maternal, even as the baldacchino resides within St. Peter’s Cathedral, a
historical center of power. Nevertheless, the power of the maternal has always been part of the
history of Catholicism. As the carnival space of the town square continues to be lived
increasingly online, consensus and the monologic dominate our echo chambers and many media
outlets. Berardi also enlists the maternal as a potential antidote to precarization and the machinic
influence on both our language and ability to empathize as our lives are lived almost entirely
online. As human beings have become more socialized through our devices and screens, our
ability to communicate through language and empathy have deteriorated with a profound effect
on our dialogic relations. The maternal is crucial to language and socialization. At the same time,
it is also important to recognize that language objectifies as Derrida reminds us to recognize the
role of language in objectification and consensus. A shift in our habits of mind can only be
possible through dissensus. The maternal will create anew while the Baroque allows us to
constantly reassess the unfolding potentialities for the dialogic and the healing of our
communities through the arts.
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CHAPTER ONE
Modernism, Postmodernism, and the Sideshow

1.1 Introduction: Does the Sideshow Still Exist?
In the United States, the sideshow occupies a marginal and often controversial space in
the history of American entertainment, leisure time, and popular culture. The current existence of
the sideshow as a thriving genre can sometimes be met with surprise, disbelief, or disgust
because of the history of sideshow at the turn of the twentieth century and its association with
exploitation and objectification. Nevertheless, the sideshow and its impact on mass media and
culture are alive and well, and arguably, thriving. In this chapter, it is my contention that the
reinvention of the sideshow during the period of the 1980s and 1990s is part of a postmodern
phenomenon that is markedly different from its eighteenth and nineteenth century counterparts.
The sideshow during this time period is most often associated with P.T. Barnum and predates his
joint venture with the Ringling Bros. and Barnum & Bailey Circus in 1870,1 the most wellknown circus in the United States.
Furthermore, the phenomenon of the postmodern reinvention of the sideshow has
contributed to an ongoing popularity of the aesthetics of the sideshow in both mass media and
culture, and it is the larger exploration of this research. In order to demonstrate and understand
the historical differences in the sideshow, its continued existence and its current postmodern
form, we must first define and discuss the values, theories, and aesthetics of both postmodernism
and modernism. The Coney Island Circus Sideshow specifically refers to itself as a postmodern
sideshow and this self-designation in the 1980s is the impetus for this exploration. What exactly
is a postmodern sideshow?
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In order to clarify what the term “postmodern sideshow” means, we must simultaneously
clarify and define the meaning of the historical notions of the modernity, modern art, and
Modernism, in an intertextual discussion alongside the postmodern. The defining characteristics
of modernism and postmodernism are fraught with their own philosophical and theoretical
controversies, which adds further complexities to this discussion. These key differentiations will
continue to frame the larger conversation within the subsequent chapters and current
representations of the sideshow in mass media. There are many layers of intertextuality to delve
into as we reveal the innate complexities of this phenomenon including the genealogy of how we
have come to hold onto or formulate these definitions, patterns of thoughts, and judgments about
the sideshow, modernism, and postmodernism. Our path and the philosophical backdrop of this
conversation will take us through important thinkers throughout art history, critical theory,
formalism, structuralism, and post-structuralism; all of which highlight the tensions and gaps that
contribute to the circumstances and phenomenon of the sideshow and the postmodern sideshow.
Consequently, this research will reveal a potential explanation of how, where, and why the
aesthetics of the sideshow continues to show up in mass media and American culture today.

1.2 Postmodernism
François Lyotard asks, “What, then, is the postmodern?” and subsequently responds; “It
is undoubtedly part of the modern” (Harrison, et al. 1136). Postmodernism contains the word
modernism at its root and clearly establishes a definitive relationship that is inseparable.
Whereas, the word “post” indicates a function of time where postmodernism comes after
modernism. Although this implies a linear notion of time and history, there is a subversive
inference in that, we have moved on or moved beyond modernism. This is not necessarily the
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case since elements of modernism and postmodernism still exist, and both schools of thought
continue to be taught within applied arts such as graphic design.
Rick Poynor in No More Rules: Graphic Design and Postmodernism, describes how,
“Many commentators point out that postmodernism is a kind of parasite, dependent on its
modernist host and displaying many of the same features – except that the meaning has changed”
(Poynor 11). Postmodernism lost its faith in the modernist pursuits of progress and absolute
knowledge, which stemmed from the eighteenth-century’s age of Enlightenment. Modernism
presumes a singular narrative and unifying totality based on science and limits acceptable modes
of representation. This representation not only affects artistic expression, but also affects identity
and power. Poynor continues, “If modernism sought to create a better world, postmodernism – to
the horror of many observers – appears to accept the world as it is” (Poynor 11). Postmodernism
acknowledges, accepts, and plays with hybridity, impurity, pluralism, fragmentation, and
intertexuality. In light of this “acceptance” or playfulness, a critical or subversive attitude is not
necessarily excluded from postmodernism.
Richard Kearney in Poetics of Imagining defines postmodern culture as, ‘a civilization of
the image’ (a phrase coined by Roland Barthes)” (Kearney 178). Instead of modernism’s claim
to a singular “origin” or “original image” as the hallmark of authenticity, a “civilization of the
image” emphasizes the endless chain of images and meanings, thus subverting the claim of any
origin. The word ‘civilization’ also implies how meanings will grow and change unpredictably
over time; meanings will be lost, found, and created anew. Each image becomes a parody of the
image prior and parody is one of the quintessential tools of postmodernism. The parody of
postmodern culture plays and flaunts with imitation instead of shunning the concept of mimesis.
Blatantly obvious, the visual process of parody comes to the fore with visual indications of
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photocopy, overlays, and imagery that seems cut up with hasty scissors or ripped apart, resulting
in torn edges and illegible text, and suggesting decay and repetition. Parody deconstructs and
subverts the sanctity of the “Clean Grid of Modernity” (Poynor 63). Kearney affirms, “The postmodern image circulates in a seemingly endless play of imitation. Each image becomes a parody
of another, which precedes it…and so on. The idea of an ‘authentic’ image is thus subverted – as
is evident in the practice of pastiche which informs contemporary forms of representation”
(Kearney 178). Postmodernism’s use of pastiche, repetition and fragmentation, represents the
multiple meanings of visual and written language in a direct theoretical opposition to Modernity.
Jean Baudrillard provocatively claims, “For art, the orgy of modernity consisted in the heady
deconstruction of the object and of representation” (Baudrillard 25). The origin of the meaning
becomes impossible to trace. Baudrillard calls this endless chain of parodic meaning without
origin, a simulacrum.
But Richard Kearney goes even further with a point-by-point rebuttal against
modernism. Kearney succinctly outlines the four main refusals, which define postmodernist
theory:
First, the refusal of an imagining subject as transcendental origin of meaning.
Second, the refusal of the universalizing grand narratives of history. Third, the
refusal of modern project of Truth (the ideology of a totalizing identity or
Sufficient reason which seeks to unify the limitless plurality of meanings that
mean up our language and our world). And, finally, as mentioned above, the
refusal of the hallowed modernist opposition between High Art of authentic
images and the Mass Culture of electronically reproducible copies. (180)
Let’s unpack each one of Kearney’s main refusals of post-modernist theory. To begin,
postmodernism refuses the idea that the subject or artist has some type of transcendental ability
that is akin to a higher power. Access to one’s own imagination as a direct experience is valid, in
that, only the artist knows his own mind. However, the designation of the imagination as not
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only transcendental but as the origin of meaning is flatly repudiated by postmodernism.
Modernism purports the interior imaginary realm of the artist as more authentic and more
original. The downfall of this line of thought has a tendency to exclude other voices and visual
expression at the expense of an unintended hierarchy that silences the masses.
Historically, the exclusion of others was never the intent of the avant-garde and they
ironically began as a marginal aspect of culture. The avant-garde was the freak show of art
history. They began as the Others. In Art in Theory 1900–2000, Harrison, et al. reveal the varied
tales of the artists as outcasts through “the story of modern art’s move from the margins of the
public notice to the centre of the culture economy” (6). This is no small feat and it is the
remarkable shift in the face of an established way of thinking that is of importance to this
research. The theme of marginality is central to this chapter and it is one we will see in modern
art, postmodern art, and most obviously in the alterity of the sideshow. The postmodern
sideshow is undoubtedly connected to its nineteenth century counterparts and its prolific
representation in mass media signals its own trek from marginality to the center of the cultural
economy. The boundaries of what or who defines the marginalized will also shift throughout this
chapter and the exploration of what or whom has the power to define is the undercurrent of all
the chapters in this research. Yet modern art at its inception was seen as a beacon of freedom for
the people who lived under controlling governments. Harrison, et al. reveal, “After the defeat of
Fascism in the Second World War, only those parts of the world, which were organized
according to the principles of state socialism officially resisted modern art. Even in such places it
had a subversive, almost mythic status as an index of freedom” (6). Modern art at the beginning
of the twentieth century is associated with freedom and freedom of expression. This is a direct
result and a consequence of the oppression and attempted suppression of any artistic expression
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that did not serve the state through social realism or the accepted academic standard. The most
infamous example of this oppression is Hitler’s “degenerate art” designation of all abstract and
expressionistic art in 1935 just prior to World War II in his “Speech Inaugurating the ‘Great
Exhibition of German Art’” followed by a “Degenerate Art” exhibition in 1937. Hitler asserts, “I
want to forbid these pitiful misfortunates who quite obviously suffer from an eye disease, to try
vehemently to foist these products of their misinterpretation upon the age we live in, or even to
wish to present them as ‘Art’” (Harrison, et al. 441). With the hindsight and the aftermath of the
horrific events of history, Hitler’s suppression of artistic expression and the content of his
speech, act as a dire and chilling warning of the unfathomable and disturbing acts yet to come.
The social conditions of the war jettison modern art to its mythic status as an expression of
freedom and help it to garner wider acceptance. The “misfortunates,” according to Hitler, include
the “fools, liars, or criminals who belong in insane asylums or prisons” (Harrison, et al. 439). In
reflecting on our larger topic of the aesthetics of sideshow and sideshow performers, their lives
would be in clear danger and there are several documented cases of anomalous performers who
were used for Nazi entertainment and for horrific medical experimentation.2 Nonetheless, the
sideshow, once part of the circus, embodies its own currency of freedom that is best captured by
the long-standing phrase, “running away with the circus.” This phrase embodies a troubadour
spirit of travel, adventure, and an escape from the monotonous, predictability of daily life.
Ultimately, our larger project is about freedom, freedom of expression, and how these boundaries
and designations shift over time. The avant-garde’s pursuit of freedom results in the notion of the
artist as transcendent.
Like Kearney, Rosalind Krauss attacks transcendence in The Originality of the Avantgarde and Other Modernist Myths when she states, “Except that this experience of originariness,
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felt by generations of artists, critics, and viewer is itself false, a fiction” (Krauss 161). The fiction
of “originariness” claims that it is possible to get closer to the origin of ourselves, the origin of
meaning, a return to a time when we were “pure,” which is a subtle reference to the origin of
man and Christian ideas about the garden of Eden. Transcendence alludes to a higher power and
man becomes an omnipotent creator as he creates his world via form in visual expression.
Transcendence is also referred to as “presence,” which implies a type of “objecthood” embedded
within the artwork itself, a mythic power, full and complete with meaning, and therefore
autonomous; again, reinforcing the idea of man as creator. In Modernism, even if the form is not
a one-to-one direct observation of an object in space, it is still informed by meaning that is
outside of the imagination of the artist.
As Krauss continues, she exclaims, “Avant-garde originality is conceived as a literal
origin, a beginning from ground zero, a birth” (Krauss 157). This rebirth references the invention
of life itself and not just a new formal method for the creation of art. Why is a rebirth necessary?
A rebirth is not only a new beginning, but also an opportunity for purity, away from the mistakes
of the twentieth century and the earlier traditions in art. Krauss explains, “The self as origin is
safe from contamination by tradition because it possesses a kind of originary naiveté” (Krauss
157). Avant-garde originality baptizes the avant-garde artist and saves him from the
contamination of an artistic tradition that imposes the world upon him. In the originality of the
avant-garde, the artist creates his own world with his imagination is the pure and authentic
source and therefore places the subject as transcendent.
The avant-garde is most often associated with modern art. The Cambridge Dictionary
defines avant-garde as, “The painters, writers, musicians, and other artists whose ideas, styles,
and methods are very original or modern in comparison to the period in which they live, or the
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work of these artists.”3 The avant-garde represented an entire new way to think, observe, and
translate the world. Karl Marx’s Communist Manifesto and Sigmund Freud’s psychoanalytic
theories proved highly influential for artists during this time period. Perhaps the Surrealists best
represent this shift in thinking in the early twentieth century. Harrison, et al. explain,
Conjoining the ideas of Marx with those of Freud, the Surrealists saw themselves
as working for what Salvador Dali called ‘a revolution in consciousness’ (…). In
their turn the abstract artists proposed a ‘universal freedom’ predicated on
‘freedom of ideas’ (…). Although the technical strategies were very different,
both assumed a possible ‘imaginative freedom’ which their works were intended
to exemplify or to encourage. (360)
Instead of relying on a history of time-tested subjects, themes, and the exterior, observed world
in the tradition of the academy, artists experience a newfound freedom of expression through the
depiction of their imaginations, which becomes a highly personal expression of their individual
voices and thoughts. Artists such as Salvador Dali saw this as a radical shift towards freedom of
expression and as a revolution in consciousness.
Cubism, Expressionism, Futurism, according to Art in Theory, “mark different facets of a
European avant-garde’s reception of the modern into an established artistic tradition whose
example was predominantly French” (Harrision and Wood 127). The Bohemian lifestyle and its
association with artists in Paris during the nineteenth century began as a reaction to a
predominantly French artistic tradition. Modern art was itself a subculture, until it moved into a
dominant position that redefined a world art market. This was a phenomenal feat for its time
especially when faced with centuries of tradition dating back to the Renaissance and one which
included the methods of the masters, who were the long-reigning examples of artistic genius.
Clement Greenberg, the critic most synonymous with modernism claims, “All larger questions
[are] being decided by the precedent of the old masters” (Harrison, et al. 540). Greenberg
expresses the frustration that contributed to the major shift in artistic expression because
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everything was in comparison to the old masters and this determined both value and validity that
is best characterized as classicism versus originality.
Modern art sought to break with the centuries of tradition provided by the academy or the
ateliér, which defined both the material and technical processes of drawing, painting, and
sculpture, as well as the scope of accepted subject matter and narratives often commissioned by
the patronage of the church, state, or a wealthy family, in favor of a more independent expression
of an artist’s interior vision. For example, an artist’s education at the academy consisted of
copying master drawings in two-dimensions, followed by three-dimensional drawings from
plasters casts, and life drawing before learning how to paint. Perception and accurate technical
translation of objects in space took years of training. To illustrate this point, I will refer to this
drawing by Pablo Picasso, Study of Torso, After a Plaster Cast4 (see fig. 1).

Fig. 1. Pablo Picasso, Study of a Torso, After a Plaster Cast, 1893-94, Musée Picasso, Paris
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This may not be the first image that comes to mind when thinking about Picasso’s work but it
follows a long-standing academic tradition of realism, which constituted the standard education
of the artist. In the academic tradition of art, all students would create a series of drawings
similar to the above drawing in order to create the illusion of three-dimensional space on a twodimensional surface and this served as the expected foundational skill level for all aspiring
artists. In contrast, Picasso’s Les Demoiselles d’Avignon visually depicts the distinct difference
and break with the academic tradition by its purposeful lack of chiaroscuro, lack of a definitive
three-dimensional space typically defined by linear perspective, and its association with one of
the many phases of modern art (see fig. 2).

Fig. 2. Pablo Picasso, Les Demoiselles d’Avignon, 1907, Museum of Modern Art, New York

It is purposely guided by the expression and vision of the interior mind of the individual
artist without a definitive depiction of naturalism or faithful mimesis of linear perspective and
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observed life of the outside world. As a result, these avant-garde artists or new experimental
artists proposed that art was part of an exemplary realm that should maintain a moral
independence. Our earlier Picasso example demonstrates the visual difference in style but the
avant-garde and modernism represented more than just a shift in stylistic approaches.
In Modernism, an artist’s inner life is authentic and original because its origin is in the
mind and soul of the artist. No one else has access to the mind and soul of the artist except the
artist himself, with himself reflecting a mostly male dominated genre that a more recent art
history is trying to reconcile. Additionally, the originality of the avant-garde is interrogated
through the postmodern when it is well known that Picasso’s Les Demoiselles d’Avignon5 was
inspired by Iberian sculpture and African masks. Everyone has access to the observed world and
in a reversal of the accepted traditions in art; only the artist has access to his own vision, which
became the highest expression of art. The visual expression of that inner life is the physical
manifestation named modern art. The reference to high, original, and authentic alluded to a
transcendental realm within Modernism and its association with Kant’s notion of genius.
Modernism, a marginal yet independent aspect of culture, is associated with intangible
values and the exemplary realm. This exemplary realm is the transcendental quality that
postmodernism refutes. The idea of an exemplary realm relates to Immanuel Kant (1724-1804)
and his notion of artistic genius. Kant’s Critique of Judgement, modifies the meaning of
aesthetics during the eighteenth century from its classical origins and highly influences the
avant-garde in Modernism. Kant’s critical text scientifically sets out to define “good taste” with
form as the fundamental prerequisite for judgment of taste (Kant 56). Concept is completely
irrelevant since an aesthetic judgment is solely based on the form or exterior visual
representation whereas a cognitive judgment deals with only with concept. All judgments of taste
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are aesthetic judgments and therefore only always deal with form. According to Kant, “For
judging beautiful objects, as such, what is required is taste; but for fine art, i.e., the production of
such objects, one needs, genius” (Kant 140). Only the genius artist can create new rules for the
depiction of form. The avant-garde creates new rules for the depiction of art, which is therefore
in line with Kant’s notion of genius. Artistic genius was an expression of freedom because he
creates the rules. Lyotard also links the postmodern to the creation of new rules when he claims,
“A postmodern artist or writer is in the position of a philosopher: the text he writes, the work he
produces are not in principle governed by preestablished rules, and they cannot be judged
according to a determining Judgment, by applying familiar categories to the text or to the work”
(Harrison, et al. 1137). Additionally, the visual abstraction and expression focuses solely on form
and not content. Content was the realm of the previous centuries of art, which relied on narrative
and the strict copying of nature or the observable world. The avant-garde claims originality,
authenticity, and therefore is free and exemplary. However, Lyotard extends this freedom to the
postmodern artists and writers, a crucial step that is beyond the select group of the avant-garde
elite. The avant-garde is not the only group that can create meaning. The unfamiliar, the
unknown, and the marginal have the potential to create new meaning as well. Poynor adds,
“Originality, in the imperative modernist sense of ‘making it new,’ ceases to be the goal; parody,
pastiche and ironic recycling or earlier forms proliferate. The postmodern object ‘problematizes’
meaning, offers multiple points of access and makes itself open as possible to interpretation”
(Poynor 12). This openness to interpretation ties directly to Kearney’s second point:
postmodernism refuses the idea of one universalizing grand narrative of history. This implies that
history is linear and based on the notion of progress over time. During the Industrial Revolution
and the resultant advances that have been made at the turn of the twentieth century, we see a
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significant shift from the rural farms of an agrarian-based society into the factories of the city.
Harrison & Wood characterize modernization as the, “Scientific and technological advances, the
machine and subsequent development in society, [which] signaled a major shift in development
of the world” (128). The impact caused major shifts in everyday life and the forced adaptation is
what characterizes the term modernity. Harrison & Wood also define modernity as, “The social
and cultural conditions of these objective changes: the character of life under changed
circumstances. Modernity was a form of experience, an awareness of change and adaptation to a
change” (128). These scientific and technological advances change the conditions of daily life
within a very short period of time. The awareness of the shift in daily social conditions will result
in both positive and negative reactions, consequences, and advances. The range of these
reactions becomes what is known as the “modern condition” because no one could escape the
effects of modernization on daily life. On the negative side, people were profoundly pessimistic
“due to population growth and move into the cities” from the countryside, which caused a
definitive sense of loss and disconnection from the human touch and the control of life to the
mechanization of industry and the “iron cage of modernity” (Harrison & Wood 128). The
impenetrability of materials, such as iron, which were utilized in machinery and factories to
advance society through mechanization introduce a separation within the social bonds of
humanity from both a physical and psychological position and one that had never been seen on
such a large scale prior to the industrial revolution. The machine separates the means of
production from the totality of the creative act down to a small fraction of the process for an
increase in production and a separation from the final product. Although there were many
positive advantages of modernity across Europe, the rapidity with which these changes took
place in the physical experiences and environments of daily life, left many people with little
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choice and few tools to cope with in their new world. On the other hand, there was also a
profound optimism and excitement that is best represented by the Italian poet Filippo Tommaso
Marinetti’s “almost hysterical exhilaration” for modernity and all of its seeming promises which
inspired the Futurist Manifesto (Harrison & Wood 128). The positive aspect of modernity
represented the new and a seemingly infinite amount of potential for imaginative and fantastical
promises for the future. The modern condition is seen as a relation between cause and effect with
capitalism driving modernization and the effects of both pessimism and exhilaration as one in the
same or as Harrison, et al. claim, “[this] depression and exhilaration are two sides of the same
coin” (Harrison and Wood 129). The artistic exhilaration leads to the creation of modern art and
the theoretical values of modernism. As a result of the shift from an agrarian society to an
unavoidable and all-encompassing shift to mechanization and manufacturing, modernization was
either openly embraced or rejected. The link to capitalism also hints at the inherent class
differentiations and the unequal distribution of wealth between the “haves” or the bourgeoisie
and the capitalist versus the “have-nots” of laborers as part of the resultant tensions of modernity.
By the middle of the nineteenth century, Modernism moves out from the margins and dominates
the art world as a definitive rejection of the values associated with the social realism adopted by
the totalitarian regimes after two world wars and because of the promotion of formalism in the
art world.
Gianni Vattimo adds onto Kearney’s second point, that is, the postmodern refusal of
universalizing narratives of history. Vattimo points out that the narratives of a universalizing
theory of history leaves out micro-histories.6 Vattimo’s micro-histories can also be connected to
Mikhail Bakhtin’s idea of heteroglossia,7 which guarded society from any single narrative or use
of language through the “mingling of different language groups, cultures, and classes” (Clark
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and Holquist 22). Without heteroglossia, society stagnates and the multiple voices outside of the
dominant narrative are absent and often silenced; a position well known to Bakhtin throughout
his life in the gulags during the Stalin era. Heteroglossia is also linked to postmodernism because
of its association and representation of multiple voices and multiple meanings. Whereas,
postmodernism is what Vattimo calls “post-history” because we have come to a point where
fewer historians believe in one grand narrative of history. Secondly, Vattimo sees written history
as equivalent to writing fiction in the post-history or postmodern era. He emphasizes, “History is
now perceived as having broken down into an infinity of ‘histories’ that can no longer be
(re)combined into a single narrative governed by a central theme such as ‘the march of progress’
or ‘the triumph of enlightenment’” (Vattimo 7). Additionally, a universalizing narrative of
history tends to pinpoint specific moments where a major shift occurred. Vattimo believes, “Any
attempt to name the precise historical moment when modernity comes to an end is therefore
destined to fail, for modernity and post-modernity must coexist in the same conceptual and
historical space, bound together in that ‘peculiar “critical” relationship’ in which the latter does
not, and cannot, entirely leave the former behind” (Vattimo xviii). For example, the “Multiple
Modernities” exhibit at the Pompidou Centre in 2014 attempted to create a more inclusive
history of modernism. The exhibit description states, “So the circuit now incorporates artistic
expression that developed in the USA, Latin America, Asia, the Middle East and Africa
alongside the different movements in Europe. This greatly enlarged reading of the history of art
also sheds fresh light on a number of unjustly-neglected aesthetics and artists.”8 The Pompidou
Centre is a prominent, if not controversial, example of postmodern architectural design and
“Multiple Modernities” is a thought-provoking commentary on the “grand” narrative of

33
modernism in the twenty-first century. But modernism itself was a reaction to multiple historical
events.
After two world wars and totalitarian regimes, which often suppressed artistic expression
and cost both the freedom and lives of millions of people, the avant-garde came to a surprising
conclusion between Modernism and realism, in that, “They diagnosed a failure of modernity,
and…that Modernism and realism were not each other’s stylistic opposites but rather each
other’s necessary cultural and ethical conditions: that whatever their respective stylistic forms
might be, Modernism, in effect, was realism, and vice versa” (Harrison, et al. 361). Both were
valid ways to stylistically depict art and the interpretation of reality. The exhibit at the Pompidou
Centre in 2014 attempts to revise monological narratives of the avant-garde’s artistic expression
which came to characterize modernism in the latter half of the twentieth century with the
inclusion of women and non-Western minorities.
Modernity, however, was supposed to bring progress, efficiency, and great promise for
the future. Vattimo in The End of Modernity acknowledges the promises of modernity as, “The
idea of history, with its two corollary notions of progress and overcoming” (Vattimo xvii).
Vattimo defines modernity as a much longer time period and uses the term “modernity” to refer
to the period stretching roughly from Descartes to the present day, which is a widely accepted
notion when viewing modernity from a philosophical point of view. From the perspective of art
history, the time period of the modern spans two continents at the beginning of the twentieth
century, both Europe and the American continent, and two world wars respectively, World War I
and World War II. For the purposes of this chapter, I am adhering to the art history designation
of the modern with the start of the twentieth century as the beginning of modern art, since I will
ultimately focus on the multiplicity of creative expression in this time period.
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In Terror from the Air, Peter Sloterdijk positions, “[The] ‘modern’ can be defined as that
which promises to combine a high level of efficiency with a sense of humanity—in the case at
hand, through the use of quick-acting poison administered to delinquents” (Sloterdijk 39).
Although Sloterdijk is referring to the first gas chamber in a prison in the United States, the
association of modernity with efficiency and humanity is deliberately provocative since the
origin of the gas chamber began with the Nazi regime and the Holocaust. New research from the
Holocaust Memorial Museum in Washington D.C. shockingly reveals that fifteen to twenty
million people may have been killed in the Holocaust after thirteen years of painstaking research,
which is more than the estimated six million Jews and six million other people killed by Nazi
regime.9 The failure of modernity, despite this horrific lowpoint in the history of humankind,
continued to inspire new ways of thinking and artistic expression with the many developments of
modern art and Modernism. When Vattimo claims, “Post-modernity is an experience of ‘the end
of history,’ not the appearance of a different, or newer, stage of history itself,” we can make a
further connection to Lyotard (Vattimo xviii). Lyotard claims, “A work can become modern only
if it is first postmodern. Postmodernism thus understood is not modernism at its end but in the
nascent state, and this state is constant” (Lyotard 1136). History is not linear and there are
examples of postmodernism prior to modernism. According to Lyotard, the postmodern is a
process where the unpresentable is represented or challenged in a new way. Art history gives
many examples and Lyotard presents Cézanne as a challenge to the Impressionists, Picasso and
Braque as a challenge to Cézanne, and this is the challenge that is constant.10 The postmodern
presents other ways of representation, perspectives, and languages.
The universalizing narratives of the modern project tie directly into Kearney’s third
refusal of modernism. These narratives were seen as the Truth, which implied both an eternal
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truth and a singular identity, most often represented by a white Eurocentric male position.
Postmodernity acknowledges the multiplicity of meaning in language and identities to include
women, minorities, and anyone previously identified as “Other.” Vattimo’s micro-histories and
Bakhtin’s heteroglossia are the voices and stories of the marginalized, which were silenced by
the universalizing grand narrative. A linear history creates these hierarchies and postmodernism
gives voice to the marginalized. For postmodernism, an assumption of universality is
exclusionary and false.
Lastly, Kearney points out the postmodern refusal “of the hallowed modernist opposition
between High Art of authentic images and the Mass Culture of electronically reproducible
copies” (Kearney 180). As mentioned in the previous refutation of Modernism by
postmodernism, despite any perceived difference in visual style with other types of art,
modernism claims a type of realism and authenticity because it reflects presence and the inner
life of the artist. Evidence of this shift is presented by Harrison, et al. as, “A certain
‘Modernistic’ representation of modern art, if not necessarily the creature itself, thus completed
the trek from margin to centre; from outside to inside, from illegitimacy to acceptance”
especially after World War II (Harrison, et al. 6). It is at this point in art history where we see a
distinction between “high art” that is in the exemplary realm and “low art” that is for the
remainder of the population. The idea of art as an exemplary realm was an intangible value of
modernism and is one of the main criticisms of postmodernism against modernism. Kant’s
notion of artistic genius and the avant-garde are synonymous, as mentioned earlier. However, the
attempt to gain freedom of expression, originality, and authenticity away from centuries of
tradition, inadvertently gave way to a hierarchy, which became less and less inclusive of other
marginalized aspects of society and art. When Harrison, et al. refer to “a certain ‘Modernistic’
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representation of modern art,” they are referring to the intangible values of Modernism. The
“high art” of Modernism was considered original and authentic because it came directly from the
artist’s interior vision of his mind or soul instead of mimetically copying the outside world
through narrative. Harrison, et al. clarify, “In Naturalist theories the effect of the work of art was
supposed to be traceable back into the world” (Harrison, et al. 13). Classical, academic, and
naturalistic all refer to artwork whose origin is in this world from direct observation and this was
the defining criterion to guarantee its authenticity and value. As the physical artworks of
Modernism focused on the surface of the painting and the forms within, the artists believed that
the art would speak for itself through a universal language of color and shape or forms. This
universal language places a priority on the aesthetics and form over any social or political
narrative within the artwork itself. Additionally, universality assumes a single language or voice.
Social and political narratives comprise content and multiple voices. The quality of a work of an
avant-garde artwork was determined by the expression of aesthetic emotions 11 or the formal
properties of aesthetic objects and rooted in a Kantian judgment of taste. Harrison, et al.
summarize the tenets of modernism as affirming “the priority of aesthetic quality over explicit
social or political relevance in deciding the function of art…to a further belief in the continuing
centrality of painting and sculpture to the concept of high art; and finally, to the position that the
production of a distinctly ‘high’ art was still an absolutely defensible aim” (Harrison, et al. 692.)
The focus on the aesthetic quality and the idea of a ‘high’ art is a reaction to profound shifts of
the industrial revolution, world wars, and the related use of narratives in classical or academic art
for explicit social and political agendas. For example, when viewing Eduard Manet’s Olympia
(see fig. 3), a Modernist critique would only address the formal aspects of the painting and not
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the content, which would be vital to a post-colonialist or a feminist critique. This indicates the
long influence of Kantian aesthetics’ into the twentieth century aesthetic critique of art.

Fig. 3. Edouard Manet, Olympia, 1856, Musée d’Orsay, Paris (http://www.manet.org/olympia.jsp).

There would be no consideration of social or political commentary initiated by Olympia’s
direct engagement with the viewer through her gaze. At the time, Olympia was also a general
word referring to prostitutes. A further critique from a feminist perspective reverses the gaze
upon the viewer and transforms Olympia’s body from an object to a subject and the viewer as an
object in a total reversal of power. Similarly, a post-colonialist critique would acknowledge the
hierarchy between the black servant presenting flowers to a reclining white woman. Formalism
was at the pinnacle of a hierarchy that rejected representation and narratives as inferior. The
hierarchy of modernism demarcates the high art of the avant-garde from the low art of the
masses, popular culture, or kitsch.
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1.3 Formalism: Origins and Anti-kitsch Talker
Like the sideshow talker outside the bally stage drawing in the crowds, Greenberg’s voice
and anti-kitsch spiel, dominates the history of modernism in the latter half of the twentieth
century. Clement Greenberg, the most prominent champion of modernism in the United States,
in his landmark essay “Avant-Garde and Kitsch” asserts, “Retiring from the public altogether,
the avant-garde poet or artist sought to maintain the high level of his art by both narrowing and
raising it to the expression of an absolute in which all relativities and contradictions would be
either resolved or beside the point” (Harrison, et al. 541). Social, political, feminist or postcolonial critiques are irrelevant according to Greenberg and Modernist theory. Here we see the
notion of the avant-garde artist and poet distancing themselves from society or mass culture and
a tension between the critic and the avant-garde artist. This necessary step ensured a high level of
art and its purity without contamination by social and political relativities and the contradictions
of the public. Society was seen as decaying and Greenberg saw avant-garde culture as a ‘superior
consciousness of history’ that enabled a new critique of bourgeois society, which suggests
Marxist undertones with a subsequently successful revolution in the art world through the avantgarde and formalism. However, within the modernist canon there are levels of interpretation,
which allude to the tensions within the modern art world. First, the artist as genius expresses his
artistic voice through original form. As previously said, modern art was seen a beacon of
freedom of expression for the interior, authentic, and original voices of the artists or avant-garde,
especially during the world wars earlier in the twentieth century. Second, powerful critics such as
Greenberg, during the middle of the twentieth century, spoke for the artists, which created a
tension and a hierarchy between critics and artists. During this time period, the intention of the
artist was considered irrelevant or biased and the critic’s interpretation mattered more than
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artist’s voice. Despite these tensions, modernist values succeed in the domination and
interpretation of the world until postmodernism’s rebuttal.
Furthermore, Greenberg claims, “‘Art for art’s sake’ and ‘pure poetry’ appear, and
subject matter or content becomes something to be avoided like the plague” (Harrison, et al.
541). Form is more important than content as per pure Kantian aesthetics. The abstraction of the
subject ensures the sole focus on form and the purity that Modernism wanted to achieve.
Greenberg, in a further comparison of the differences between the avant-garde artists and
the artists of the Middle Ages through the Renaissance, explains, “[The artist] needed not to be a
philosopher, or visionary, but simply artificer” (Harrison, et al. 547). Artists of the academic
tradition were merely copying instead of inventing. The link between the transcendental realm,
Kant, and Modernism hearkens back all the way to Plato and his theory of forms.12 Plato
famously kicked out the artist from the community because his work was mimetic and furthest
removed from the Idea or truth. Just as Greenberg stresses the interiority of the avant-garde artist
and its connection to originality, Kant’s philosophical theories caused what is referred to as the
Copernican Revolution, because Kant changes the focus of philosophy from an analysis of
metaphysical speculation to the internal process of what we can know and the limits of our
knowledge. Copernicus famously placed the sun instead of the earth at the center of the universe
causing a profound world shift on multiple levels. Kant shifts the focus from the exterior to the
individual and particularly through what he famously names as a judgment of taste in a
determination of the beautiful. Aesthetics and the artist are brought back into the community.
This notion goes back to Plato who banished all of the artists from the community because Plato
believed that art or the power of the image was dangerous. Plato labeled all the artists as liars
because they distorted the truth and only presented works of mimesis. Kant wanted to bring the
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artist back to serve the state in order to represent the universal ideal. Kant also believed that the
state needed the skills of the artist to reproduce eternal truth through form.
Form is the only element to consider when judging artwork through Kantian aesthetics
and the form is a universal truth as the perfection of the Idea. Kant asserts, “Form is the
fundamental prerequisite for taste” (Kant 56). Meaning or content is irrelevant when judging an
artwork, which Greenberg borrows from Kant in his emphasis on form and his justification for
the characterization of high art. Kant leaps away from both Medieval and Renaissance
philosophies, which is dominated by god or what is often referred to as metaphysics and away
from superstition and human emotion just as modern art leaps away from the academic tradition
from both an aesthetic and theoretical position. Human emotion is tied up in the avoidance of
both the social and political with the avant-garde. With aesthetic emotion, Kant gives us a
scientific way to justify a judgment of taste based on both the rational and the ethical.
In Kant’s judgment of taste, a judgment is the ability to assign an object to a particular
category as a result of the free play between imagination and understanding. Kant defines taste as
“the faculty of judging an object or a mode of representation by means of delight or aversion
apart from any interest” (Kant 42). Kant claims that there are three types of delight: the
agreeable, the good, and the beautiful. If an object delights and it is deemed “beautiful” it pleases
immediately and it is not connected to its purposiveness or in other words, a beautiful work of art
has no utilitarian purpose. In view of Greenbergian Modernism, an avant-garde work of art is
beautiful and high art because the emphasis is solely on the form, it pleases immediately, and it
does not contain social or political content nor purpose. “Apart from any interest” means that
there is no interest by the subject in either possessing the object or considering its purposiveness
because it pleases immediately. A pair of eyeglasses may have a beautiful form but the
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eyeglasses have a purpose to improve vision, therefore, the eyeglasses are not an example of
pure beauty. Kant’s notion of art’s purposefulness without purpose can also be referred to as the
finality of its form and this perfection of an idea links back to Plato’s theory of forms. A Kantian
judgment of taste of the beautiful is ahistorical and eternal like Plato’s Idea; both are determined
by calculation and measure from a scientific analysis that differs from our current understanding
of science. In defining form under Platonic/Kantian terms, we would only look at the surface
visuals to determine whether it met the criteria for “pure form” or beauty. This is the same purity
that Greenberg refers to in high art, and exactly what postmodernism refuses.
Greenberg, acknowledging a hierarchy, reveals, “There has always been on one side the
minority of the powerful – and therefore the cultivated – and on the other the great mass of the
exploited and poor – and therefore the ignorant. Formal culture has always belonged to the first,
while the last have had to content themselves with folk or rudimentary culture, or kitsch”
(Harrison, et al. 546). Here Greenberg asserts the elite status of the avant-garde which represents
a small percentage of the population, over the “folksy,” uneducated people of mass culture who
had poor taste. Kitsch is popular culture and kitsch is also the sideshow. It won’t be hard to see
the connection between Kitsch as popular culture and the sideshow as popular culture, and
therefore, Kitsch itself, according to this view is inferior and is in poor taste. Greenberg
succinctly claims, “Kitsch, is synthetic art” (Harrison, et al. 546). Synthetic art refers to mimesis
and is therefore unoriginal, as opposed to the Real or the Idea in Plato’s theory of forms. Again,
we refer back to Kant’s judgment of taste. Everyone has the individual freedom to claim the
beautiful in a judgment of taste as if it were a universal notion in that everyone ought to agree. If
one did not agree, he or she would be judged as having bad taste as if they had violated a
universal law and common sense, or sensus communis. Postmodernism refutes the foundation
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and existence of a totalizing, universal law because it only allows one mode of representation
above all other forms.
The authoritative nature of a Kantian judgment of taste thus became reinforced through
the prominence of Greenberg’s influence as the most prominent voice for the ideals of Modernist
taste. In a description of Modernist taste by Harrison and Wood, they explain, “The authority of
Modernist taste, it seemed, was secured by reference to an authoritative Modernist canon. In the
eyes of their opponents, the claim to disinterestedness of judgment appeared as a form of
camouflage for the partiality of an elite” (Harrison, et al. 692). Ironically, Modernism
increasingly came to be seen as the authoritative voice from which they once sought to distance
themselves – for instance, the totalitarian voices that dominated both World Wars and the
imposed limitations on freedom of expression. Modernism shuns and excludes popular culture
because the masses supposedly lacked the sensitivity or the education to truly appreciate Modern
art.
Harrison, et al. explain, “It may be the case, as the Modernist connoisseur would claim,
that works of art do indeed ‘speak for themselves’ to the adequately sensitive, adequately
informed spectator. But the idea needs to be treated with circumspection. Too often in the
twentieth century it has been used as justification for treating those lacking in information as if
they were deficient in sensitivity” (Harrison, et al. 6). Here we see a repetition, which designates
a hierarchy and promotes an exclusionary mindset that is based on a binary structure of
answering the question of “is it beautiful form?” An affirmation of beautiful form confirms the
elevated position of an informed spectator to the exclusion of other answers that may be equally
valid when there are only two choices instead of a myriad of positions. Although this refers to
aesthetics and art history, a designation of the beautiful informs larger aspects of culture through
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the lens of hindsight and in consideration of marginality, the other, and the position of the
sideshow in society. The importance of this consideration is aptly reflected in a question posed in
Relational Aesthetics by Nicolas Bourriaud. Bourriaud suggests, “The first question we should
ask ourselves when looking at a work of art is: – Does it give me a chance to exist in front of it,
or, on the contrary, does it deny me as a subject, refusing to consider the Other in its Structure?”
(Bourriaud 57). The denial of the Other and the consideration of alterity in the interest of
“purity” is one of the dominant critiques against Modernism that affects the perception of
history, knowledge, identity, and communication. Modernism has a specific notion of progress
and overcoming, which has led to its recent scrutiny for its exclusionary theories and practices
despite its own trek from the depths of marginality and the pursuit of freedom.
Greenberg also specifically claims Kitsch is a product of the industrial revolution because
of its mechanical and formulaic reproducibility, which generates profits but it also fulfills the
need of the working class’s leisure time. With origins in Germany, Kitsch describes “popular,
commercial art and literature with their chromeotypes, magazine covers, illustrations, ads, slick
and pulp fiction, comics, Tin Pan Alley music, tap dancing, Hollywood movies, etc., etc.”
(Harrison, et al. 543). Kitsch is a stand-in or simulation of genuine culture. Walter Benjamin
addresses this topic in his landmark essay “The Work of Art in the Age of Mechanical
Reproduction.” Walter Benjamin notes that the mechanical reproduction most often associated
with the industrial revolution coincides with an artwork's loss of an “aura.” The aura is the
original work of arts magical power that captures the spirit of the time and place of its production
from the artist. The originality is of course, as we spoke of earlier, tied into the artwork's
authenticity, which is also referred to as its presence. Benjamin asserts, “The presence of the
original is the prerequisite to the concept of authenticity” (Harrison, et al. 521). The presence of
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the artwork connects to its magical properties when viewed by a spectator and also connects to
the ability of the artwork to speak for itself. As a moment in time, a zeitgeist of both the artist’s
vision and of the historical moment of its birth, the artwork retains a presence, an aura, which
transcends time by preserving the moment of its inception and allowing it to speak across the
ages. This authenticity is the artwork’s essence. Its voice is silenced and further silenced as the
artwork is mechanically reproduced and in a number of forms that were not inherent to the
original format. Benjamin points out, “By making many reproductions it substitutes a plurality of
copies for a unique existence” (Harrison, et al. 521). For example, the Mona Lisa is not only an
original and famous painting by Leonardo Da Vinci, it is also a postcard, poster, tote bag,
mousepad, t-shirt, and the list goes on and on. Although there is a democratizing effect by
allowing more people to “own” the Mona Lisa in a more affordable format, the Mona Lisa also
has a use-value allowing a capitalistic system to flourish while simultaneously diminishing its
aura and presence of the famed painting that hangs in Louvre in Paris. Benjamin further explains,
“And in permitting the reproduction to meet the beholder or listener in his own particular
situation, it reactivates the object reproduced” (Harrison, et al. 521). The democratizing effect of
the mass distribution simultaneously shatters the traditional value of the art object and
participates in what Benjamin considers as a “renewal of mankind” through the reactivation of
the object. Mass culture becomes an optimistic force. What was once forever unattainable
becomes available in an accessible form and allows people outside of the elite to share in its
aura, however “diminished.”
Benjamin also makes a distinction between kitsch and “art for art's sake” or l’art pour
l’art and connects l’art pour l’art to a cult theology of art. Kitsch as mass culture, becomes a
political force. For example, Kearny claims, “Benjamin held that mechanically-reproduced art, if
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infused with a progressive political aim, could appeal to and alter the response of the masses in a
revolutionary way” (166). The function of art shifts from ritual or religion to politics with a
potential progressive agenda. Theodor Adorno in response says Benjamin missed the point and
although Adorno agrees that there is a diminishment of the aura, he also proposes that art for art's
sake is also in need of rescuing because both are part of a capitalistic system that does a
disservice to both. Adorno claims, “Both bear the stigmata of capitalism…both are torn halves of
an integral freedom to which however they do not add up” (Harrison, et al. 529). Adorno’s use of
the word stigmata acknowledges Benjamin’s comparison of “pure” art to religion but Adorno
also claims that both kitsch and pure art retain an association with ideology. Under capitalism,
neither will be free. Adorno is also opposed to a reduction that results in a binary opposition,
which is also one that is based on class tensions between the bourgeoisie and the proletariat.
According to Adorno, all reality is constructed and mimetic because it is “photographed” or
copied or reproduced in some medium, regardless of its stylistic interpretation. In fact, Adorno
insists, “You [Benjamin] under-estimate the technicality of autonomous art and over-estimate
that of dependent art” (Harrison, et al. 529). These divisions not only miss the point but also
perpetuate the same control in another ideological form. The reactivation of the object in mass
culture is similar to the presence or objecthood in the avant-garde. For Adorno, the “goal of the
revolution is the abolition of fear” (Harrison, et al. 529). As much as Adorno defends l’art pour
l’art, he recognizes that fear is the root cause despite any ideological class distinctions or artistic
variations. It is as if Adorno acts as both a moral compass and a reminder to Benjamin that mass
culture and bourgeois society are products of the same system. Both the avant-garde and kitsch
have a place in society but the speed of mechanical reproduction ushered in by the industrial
revolution marks more than just a shift in artistic production.
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The history of the birth of modern art or the avant-garde also overlaps with the period of
modernity, the industrial revolution in the nineteenth and twentieth centuries in the United States
and marks a definitive switch from the Victorian era ideals, morality, and artistic expression.
There are many shifts in the sociological, technological, scientific, and artistic achievements, and
these rapid changes are key to this discussion because they add complexity among their
intersections and influences. Furthermore, this time period is also a key moment in the history of
the sideshow. For example, during the Victorian era, it was popular to show off one’s albums of
photographs to guests in the parlor of the home and many of these images were of freaks. These
photos or “showcards” were and continue to be highly collectible. Known as “cartomania — a
compulsion to collect photographs,13” this Victorian obsession was the “social media” of its time
period. Robert Bogdan, author of Freak Show Presenting Human Oddities for Amusement and
Profit, compares the Victorian photo album to the “television of Victorian homes” (Bogdan 11).
The presentation of the photo album was a social event, where Victorians shared and discussed
the albums filled with still photographs, with friends and family. The technological and artistic
advancements of the era enabled the mechanical reproduction and distribution of these images on
a wider scale as part of a new paradigm. Benjamin acknowledges the economic benefit of these
showcards during this era when he refers to the “arts of the fairground” in his essay, “Little
History of Photography.” The “visiting card picture” was the first instance of photographic
mechanical reproduction after a decade of experimentation by pioneers such as Niépce and
Daguerre, whereas the methods to capture the camera obscura image have been in existence
since the Renaissance. Bogdan explains, “In 1851, however, the development of the collodian
process, or ‘set-plate’ technique, enabled photographers for the first time to make many prints
from one exposure, and by the early 1860s, the carte de visite (hence the word cartomania) was
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all the rage, with annual sales of 400 million in the peak years of production (Bogdan 12). Freak
portrait photography was big business because thousands of photos were sold to meet the
demand, and the Bowery in New York City was the freak portrait capital at the end of the
nineteenth and beginning of the twentieth centuries (Bogdan 13). At the time, Charles
Eisenmann was the most prolific freak photographer in the Bowery. The survival of these
photographs represents a large body of historical documentation and contributes to our historical
notions about the freak show as part of an American cultural memory because of their dispersion
into many libraries and museum collections. When we consider the freak show in light of
Benjamin’s essay, “Little History of Photography,” the issue becomes even more complex.
In consideration of the showcard, the “original” is the human being in the photograph.
Arguably, seeing a sideshow or freak show performance in person is vastly different than
viewing a two-dimensional photograph in an album within the comfort and décor of a Victorian
parlor. The historical documentation of the freakshow during this era offers a wide range of
experiences, which include extremely successful performers with agency over their own work,
the freakshow as the only way to make a livable wage, and instances of exploitation through the
ownership of human beings and or poor living conditions. Despite the reproducibility of the
postcard, Benjamin reveals that there is the presence of an aura in early portrait photography.
This aura was due to the shadows and darkness, which merged with the portrait subject in the
photo. In a description of a portrait of Kafka as a little boy and the dominance of his forlorn
gaze, Benjamin describes, “There was an aura about them, a medium that endowed their gaze
with fullness and security even as their gaze penetrated the medium itself” (Benjamin 282). After
1880, the technical developments in photography eliminated shadows and captured mirror
images of the subjects. These included showcards and they were often examples of both photo
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manipulation and constructed identities. Evidence of the photo manipulation or media
manipulation is written on the back of showcards as instructions for image enhancement for
photographers. Benjamin, on the other hand, sees the photo manipulation as an example of a
simulated aura. He explains, “Photographers made it their business to simulate the aura which
had been banished from the picture with the suppression of darkness through faster lenses…they
saw it as their task to simulate this aura using all the arts of retouching” (Benjamin 283).
Simulation during this early stage of photographic history is also relevant to postmodernism,
specifically, Lyotard’s idea that a work must be postmodern before it is modern, and
Baudrillard’s commentary on society and the art world. As further evidence of simulation and a
direct connection to the sideshow, Bogdan tells us, “On one photo of an albino woman, the
instructions read: ‘Make half-length and have the hair show as white as possible. On the back of
an 1880s picture of R.J. James, ‘The Ohio Fat Boy,’ the instructions call for a retake with looser
clothing to make him look larger” (Bodgan 13). This early form of media manipulation is in line
with the exaggerated imagery depicted on sideshow banners prior to the invention of
photography and continues to inform our advertising and media culture today. Portrait
photography began with an element of odd constructed sets and props to aid sitters in staying still
for long exposures but as technology progressed, the aura became simulated. The simulation of
the aura in photography becomes prevalent and the aura is eventually discarded in the work of
Atget. Little is known about Atget but his photographs usher in this new paradigm. According to
Benjamin, Atget, “looked for what was unremarked, forgotten, cast adrift” and his actions
“initiates the emancipation of object from aura” (Benjamin 285). Atget is arguably an example of
the postmodern within the history of the photography because his photos captured what was
present and often overlooked in everyday life of people.
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The evidence of simulation, pastiche, and heteroglossia in the aesthetic expression of
early photographs and their mechanical reproduction during the advent of photography and the
inception of modern art is a further demonstration that the postmodern may come indeed before
the modern. The modernist canon often left out alternative histories, processes, contributions,
and meanings despite an intention to add its own voice to a dominant narrative while residing on
the outskirts of the academy. Nevertheless, a hierarchy exists even within the marginalized and
the beginnings of the American sideshow serves as a complex and often controversial example of
this. The American sideshow demonstrates how an entrepreneurial spirit plumbed the depths of
questioning and reinforcing our categories of knowledge through the most marginalized in
society. With a focus on Bakhtin’s heteroglossia, it will be crucial to include the perspective and
voices of the performers themselves as we pursue a brief history of the American sideshow in
our next chapter.
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CHAPTER TWO
The American Sideshow and the Dialogic
2.1 Introduction
In P.T. Barnum America’s Greatest Showman, authors Philip B. Kunhart, Philip B.
Kunhart III, and Peter W. Kunhart claim, “Barnum all but invented the sideshow” (Kunhardt
234). In 1842, P.T. Barnum, the showman most synonymous with the exhibition of human
curiosities in the United States, opened his American Museum on the corner of Broadway and
Ann Street in New York City where his display of oddities, both human and non, were described
by Barnum as “representative of the wonderful” and “all that is monstrous, scaley, strange and
queer” (Kunhardt 39). Although Barnum has had an enormous influence on popular culture and
advertising, and whose legacy largely remains, the sideshow was not a Barnum invention and its
existence preceded the opening of his American Museum. This chapter will begin with a brief
history of the American sideshow in order to determine the differences between the sideshow
and its postmodern reinvention. Rachel Adams in Sideshow USA points out that postmodern
sideshow incorporates critical theory as a form of artistic expression. I contend that this use of
performer agency is not only markedly different than its turn of the century counterparts but also
integrally tied to the postmodern as an expression of microhistories. Nevertheless, the delineation
between the sideshow and the postmodern is more complex and must be taken into account on a
case-by-case basis throughout its history. Barnum, for example, posed questions about our binary
definitions about gender and identity: are Cheng and Eng, the famous conjoined twins, one
person or two? Since Barnum’s heyday, there have been significant advancements in medical
treatments, state and federal laws and programs, which include accessibility, protection, rights,
and opportunities; differences in how leisure time is spent or consumed, and an increasingly

51
diverse population since the nineteenth century. In the postmodern sideshow, despite a variety of
available opportunities, which did not exist during Barnum’s time, performers choose to
participate in the sideshow, not because they have little societal choice for earning an
independent living, but because of an admiration for the genre of sideshow, its inclusivity, and an
interest in the artistic expression of their own voices to include a participatory live audience. The
postmodern sideshow becomes a powerful reflexive tool to not only entertain, but to also critique
and question societal conditions and norms, based on the perspective of the performers, despite
the perception that the postmodern sideshow is inescapably tied to a history of exploitation.
Certainly, there are well-documented cases of exploitation in the sideshow1 but it is important to
remember that the sideshow should not take the sole blame without examining the larger societal
conditions and mass of voyeurs willing to purchase a ticket. Since the negative stigma of
exploitation is connected to the sideshow, I contend that it is important to make a distinction
between the sideshow’s postmodern reinvention because it is an example of a reinvention of
intersubjectivity through artistic agency. This can serve as a potent and potential example to
escape the increasing homogenization of subjectivity perpetuated by mass media, which has a
tendency to include its own form of human exhibition assisted by technology and mediated by
screens. A mass media subjectivity distracts us from thinking, influences our ways of being in
the world, and constructs a wall of multiple-sized screens and devices that increasingly reinforce
our isolation from the multiplicity of perspectives that differ from our own. Somehow, society
has grown tired of hearing other perspectives that differ from their own and mass media provides
the perfect shield to fortress ourselves within our specific social circles and lives, most of which
are now lived or dominated by our online homes. As our lives are lived increasingly online, our
capacity for communication in face-to-face dialogue becomes diminished as does our tolerance
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for the Other or any opinion that differs from our own. However, we need the Other to author
ourselves; the postmodern sideshow as a form of community arts provides an opportunity to
interact with a perspective that differs from our own. Our active participation becomes a
potential antidote to the barriers that increasingly separate us from one another in our relations
between self and other. This type of active participation or co-authoring is the heart of Mikhail
Bakhtin’s theory of the dialogic and informs a central portion of this discussion. Bakhtin was a
Russian literary scholar who has also been cited as the philosopher of the carnivalesque by
Bakhtinian scholars Katerina Clark and Michael Holquist.
In another related discussion, the association between postmodernism and Mikhail
Bakhtin is also debated amongst Bakhtinian scholars both inside and outside of the United
States. Bakhtin’s carnivalesque, which celebrates the grotesque and reverses hierarchies during
annual festivals, has been associated with the sideshow and Coney Island since Bakhtin’s
introduction to the United States. These associations are seen as false or naïve whereas other
scholars see this strict categorization of the carnivalesque as antithetical to the openness and
optimism of Bakhtin’s theories. I assert that the postmodern sideshow is more than just a
celebration of the grotesque and the carnivalesque and that an exploration of the dialogic will
reveal the potentiality inherent to the postmodern sideshow through the intersubjectivity of
performers and active participants. Since I will be referencing several texts written by Bakhtin, I
will use the following abbreviations to clarify citations: RHW for Rabelais and His World, PDP
for Problems of Dostoevsky’s Poetics, AA for Art and Answerability, TPA for Toward a
Philosophy of the Act, and DI for The Dialogic Imagination: Four Essays.
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2.2 Brief History of the American Sideshow
Almost a century prior to the opening of Barnum’s American Museum in 1842, the first
known modern circus in the United States was documented in Philadelphia in 1793 (Apps xv).
The early history of sideshow includes the exhibition of curiosities and freaks on a small scale, in
wagons and tents, and on a larger scale with the traveling circuses and menageries. According to
Lisa Stone and Randy Johnson in Freaks, Geeks & Strange Girls, Sideshow Banners of the Great
American Midway, “As early as the 1830s… ‘outside shows’ became aligned with traveling
circuses and menageries” (Johnson, Secreto, and Varndell 31). These “outside shows” were the
humble beginnings of the sideshow and within a few decades, the sideshow became a profitable
anchor for circuses, menageries, and dime museums such as P.T. Barnum’s American Museum.
Barnum’s penchant for hype and advertising solidified his association with the sideshow
or freakshow, and he has promoted some of the most famous freaks in the history of sideshow,
such as Charles S. Stratton, a.k.a. General Tom Thumb, Siamese twins Chang & Eng,
microencephalitic William Henry Johnson as “Zip What is it?” and countless others that are
beyond the scope of this brief history of the sideshow in the United States. However, it is
important to recognize another side of this story that is often buried in the discussion surrounding
the ethics of human exhibition and this is the position of the exhibited. Former Toronto circus
owner and circus historian A.W. Stencell in Circus And Carnival Ballyhoo, Sideshow Freaks,
Jaggers, And Blade Box Queens points out, during the 1850s, “Many freaks handled their own
bookings and some had their own sideshows” (Stencell 16). The sideshow provided a sense of
some freedom and a way to earn a living, sometimes a highly profitable living, during a time
when institutionalization was usually one of the only alternatives to family care.
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After the Civil War, the sideshow was a profitable mainstay. As an unfortunate
coincidence, the end of the Civil War and a rise in machine-related accidents during the
Industrial Revolution resulted in a higher number of disabled people (Thomson 47).
Consequently, a significant number of people became “other” and due to their injuries, now had
limited prospects for earning a living for themselves and their families. According to Robert
Bogdan, Picturing Disability: Beggar, Freak, Citizen, and Other Photographic Rhetoric, some
soldiers had to resort to begging by selling photographic images of themselves, which were
similar to the carte de vistes sold by freakshow performers, who also earned additional income
from the sale of these photographs (31). Within Bogdan’s research, the oldest veteran “begging
card” he discovered dates back to 1869 and features two Civil War amputees, decorated with
military medals, and each holding either a gun or an American flag within each of their
remaining hands. Bogdan illustrates, “The flag and the medal are part of the solicitation’s appeal.
They remind the potential donor that these men served their country and should be rewarded
with a contribution” (31) (see fig. 4). Unlike the freakshow carte de vistes discussed in Chapter
1, Bogdan also reminds us, “Pity was not part of freak photography” (Bogdan 20).
During the 1880s, the first documented sideshows in Coney Island occurred in tents on the
beach. In 1885, the Ringling Bros. Great Double Shows, Circus Caravan and Trained Animal
Exposition had a thirty by fifteen-foot sideshow tent for the season after placing an ad for a
“sideshow and outside privilege to let” in 1884 (Apps 18). The circus sideshow hired the “best
of” freaks and performers and many circus owners started as sideshowmen (Stencell xv). By
1890, Stencell claims, “The ten-in-one show became a carnival mainstay like the merry-go-round
and cotton candy” (Stencell xv). The ten-in-one is a description for a sideshow that is
characterized by the number of attractions in one show, all for one price. But it wasn’t until
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1911, in Coney Island, when the sideshow finally had a permanent home after a historic fire in
Dreamland, one of three iconic parks at the turn of the twentieth century in Coney Island.
Michael Immerso in Coney Island The People’s Playground, describes this historical shift as,
“Sam Gumpertz’s Dreamland Circus Sideshow rose in its place and Coney became a house of
mirrors populated by ‘Zip the What-Is-It and Joe-Joe the Dog-faced Boy” (Immerso 8).
Gumpertz’s permanent sideshow was named the “Congress of Curious People and Living
Wonders of the World” and by the 1920s, Gumpertz’s sideshow had 30,000 visitors a day
(Immerso 8). Other prominent establishments include David Rosen’s World Circus Side Show,
the Strand Museum, Hubert’s Museum, and Olympia Circus Sideshow (Immerso 8-9).

Carte de visite, ca. 1869, Joel Wayne Pop’s Postcards
Fig. 4. This is an image of a Civil War era veteran’s “begging card” from Picturing Disability: Beggard, Greak,
Citizen, and Other Photographic Rhetoric. Bogdan is an avid collector of carte de visite and this is the oldest
veteran begging card in his collection (Bogdan 31).
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The Depression, prohibition, and subsequent repeal of prohibition affected the ups and
downs of operating costs of sideshows and circuses as well as local and state laws regarding the
curious exhibitions. By the 1940s and 1950s, medical advances found cures for many of the
conditions born to the people who were exhibited or performed for the sideshow or circus
sideshow, which created a seeming scarcity of people for exhibition and out-of-work carnies as
the sideshow became more socially unacceptable. A series of state “ugly laws,” which were in
existence in varying degrees, prevented the exhibition of disabled people and many were not
repealed until 1974, staking claim on what an anomalous body was allowed to do.13 Stencell
confirms the shift from the “old time sideshow” to animals, including elephants, and bannerlines,
which reflected an industry shift far away from the “frightening freaks” (72-73). As the display
of human curiosities was met with more negativity, some sideshows resorted to wax replicas or
mannequins of famous freaks instead of humans on display but the crowds had no interest in
paying to see these facsimiles. Although the sideshow continued to exist into 1960s and 1970s,
its popularity was greatly diminished and forever changed by shifts in leisure time was spent.
With the advent of television and large carnival rides, crowds showed up minutes before
showtime instead of an hour before the circus to see the sideshow, which eliminated profits, and
a more savvy public who had supposedly seen it all. Stencell points out, “The Clyde Beatty-Cole
Brothers Circus became the top tent circus in America and the last one to carry a large sideshow”
(Stencell 80). Although the Ringling Bros. Barnum & Bailey Circus did not have a formal
sideshow within its 2015 “Circus Extreme” season, its presence was clear through a couple of
working acts typically included in a sideshow. Ringling’s massive, “Alladin-inspired dance /
parade / ensemble” included a sword swallower in a colorful turban and sequined female snake
charmer usually known as a “Serpentina.” These performers blend into the larger spectacle of
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acrobats and performers simultaneously dancing within all the three rings of the circus. Recent
history demonstrates that there is another major shift in leisure activities and societal attitudes
because 2015 marked the retirement of the elephants from Ringling Bros. Barnum & Bailey
Circus after 145 years. One year later, the Feld family, the parent company that owns Ringling
since 1964, announced that the 2016 season will be the last season of Ringling Bros. Barnum &
Bailey Circus. Unable to recover financially after a drop in ticket sales as a result of the
retirement of the elephants and a reinvention of the circus on ice with special live effects, we
again witness a historical moment in the evolution of the circus in the United States (Vinton).
The Big Apple Circus and the Clyde Beatty Cole Bros Circus had already folded their tents a few
years earlier. Despite this announcement, other circuses still exist and will continue to exist just
as the sideshow found a way to survive through adaptation and new audiences. Other than the
animal welfare activist groups such as PETA (People for the Ethical Treatment of Animals),
some other people saw the closing of Ringling as a welcome end to corporate circus. Despite
these shifts, there remains a core group of people in the circus and sideshow communities that
have accumulated a wealth of oral histories from the heyday of sideshow and circus, and the
decades leading into the twenty-first century, what Vattimo describes as microhistories. They are
the contemporary “kings and queens of the sideshow,” and certainly not the last because they
keep kitsch and Americana alive.
Today, the existence of these sideshows usually escapes the radar of mainstream media
and paradoxically, their existence is clear within the fleeting world of social media and fan
groups; a digital medium that has contributed to the shift in how leisure time is spent. Ward Hall
and Chris Christ’s World of Wonders is “the largest and longest running traveling 10-in-1
sideshow in the world” (FB). Ward and Christ have over fifty years in the business and touring
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with the World of Wonders is often a rite of passage for many performers. They have a history
that dates back to the heyday of sideshow just as Bobby Reynolds and John Bradshaw although
no longer touring, remain key figures of sideshow microhistories among countless others which
are beyond the scope of this discussion. Niche publications such as James Taylor’s Shocked &
Amazed, have a cult fan base and the publication is an effort to preserve the stories of the old
timers, preserve the craft, during the heyday of sideshow, and its subsequent reinvention to
performers and fans.
This last generation has contributed significantly to its untold history and has inspired
new generations of sideshow performers and aficionados, who gather at conventions to celebrate
and document both the old and new sideshow, such as the Sideshow Gathering convention
[2002-2012] in Wilkes-Barre, PA, created by the departed Franco Kossa, who wanted to fulfill
his dream by uniting sideshow with a long running Inkin’ the Valley tattoo convention. The
Sideshow Gathering convention ran for a decade and a year after Kossa’s death, no other
Sideshow Gatherings have been held. Other events, such as the Congress of Curious People in
Coney Island continue to exist with yearly gatherings along with a host of other programming in
the most historically relevant location possible. Prior to these sideshow-themed conventions,
performer websites at the inception of the internet were coded with hypertext or HTML web 1.0
standards, during the 1990s. As a marketing tool, performers distributed CDs, which contained a
copy of their website the distribution of these web sites on CDs were not only important pieces
of marketing but also a form of digital ephemera. This flash of technological history is preserved
through Rhizome.org and is, “the leading international born-digital art organization, online since
1996.” Rhizome.org defines hypertext as, “a nonlinear form of digital text that allows a user to
choose their own pathway among multiple interconnected elements” (rhizome.org). With the rise
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of HTML, performers of all types now had access to a larger audience, a platform for their voice,
and a digital stage to infinitely recreate their image. As an example of recreation through the use
of hypertext, Mark Amerika’s HTC hypertextual consciousness: I link therefore I am. Amerika
specifically refers to hypertext as a way to suggest, “an alternative to the more rigid,
authoritarian linearity of conventional book-contained text” and includes all forms imagery,
moving image, and sound.3 The reader becomes a co-participant or as Amerika states, a ‘coconspirator’ who can actively participate and choose their own path. The subversive cogito
reference in his I link therefore I am, despite dating from the mid-1990s, relates to the prevalence
of the web and social media in defining new narratives and subjectivities on a wider scale.
One of the most successful and revered performance groups is the Bindlestiff Family
Cirkus, co-founded by Stephanie Monseu and Keith Nelson in 1995, and they include a wide
range of performance art such as variety arts, circus, vaudeville, sideshow, and burlesque. The
Bindlestiffs have a documented history in a variety of scholarly and media publications, as does
Dick Zigun of the Coney Island Circus Sideshow, the only permanent sideshow. Many groups
since the postmodern sideshow revival have long disappeared. However, these kings and queens
of the sideshow brought working acts back to the sideshow stage.
As of 2017, within the fleeting medium of social media circles and sideshow fan groups,
other than the World of Wonders, a new generation of touring sideshows includes Keith
Stickley’s The Great American Sideshow Co., Daniel Hawthorne, Hawthorne’s Circus Bazaar,
and Scott McClelland’s Carnival Diablo in Canada. Acknowledgement of their existence is
important to the sideshows, as witnessed by a FaceBook sideshow fan group comment thread
that the author of this discussion belongs to, (see fig. 5) and to the larger history of documenting
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what is seen as kitsch, other, or bad taste. Singular, better known as “single-O’s,” or small
groups of performers that come and go are too numerous to count.

Screenshot of the moderator comment for the Facebook group Sideshow Spectrum, 2017
Fig. 5. Sideshow Spectrum is a FaceBook group for sideshow and circus, performers and other related industries.
This group serves as the major avenue for a geographically diverse group to communicate, share events, and
opportunities as well as the historical documentation of showmen and other sideshows. Social media becomes an
important part of the historical record (author screenshot).

Paradoxically, as the shifts in leisure trends threaten to extinguish certain forms of entertainment,
such as the circus and sideshow, media such as the internet, influences and warps our sense of
time with technological speed and allows for the preservation and distribution of these
microhistories on a much larger scale. Websites exist to commemorate the history of the
sideshow such as sideshowworld.com (see fig. 6) and many fans and show people publish
historical articles and continue to research and document this genre on their own blogs and
websites, in a furtive race against time. Sideshowworld.com, whose tagline is “Preserving the
Past …Promoting the Future,” is arguably the largest online resource on the genre of sideshow
from the perspective of the people who worked within and supported the sideshow. Social media
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is a key connection to the sideshow and a larger fan base even as it simultaneously remains as a
threat to its existence. This is particularly important since much of the history of sideshow
remains a microhistory, with many microhistories yet to be told, because of the race against time
and the stigma that surrounds the sideshow and the gaze. An in-depth discussion of the gaze will
occur in Chapter 3: “Monologic Tyranny of Normality: You’re a Freak!”; in the meantime, I will
discuss the key events, which resulted in the sideshow revival and its subsequent postmodern
reinvention.

Fig. 6. Screenshot of sideshowworld.com, 2017 (author screenshot)
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2.3 The Sideshow Revival: What is the Postmodern Sideshow?
Carl Hammer and Gideon Bosker declare, “By 1995, the circus sideshow, which once
featured a bizarre menagerie of performers and medical oddities that were ‘Positively,
Absolutely Alive!’ had died an unceremonious death” (96). This last line on the last page of
Freak Show: Sideshow Banner Art signals the end of the book in an equal amount of
unceremoniousness. In 1996, this book on sideshow banner art and Freaks, Geeks, and Strange
Girls by Teddy Varndell, Johnny Meah, and Jimmy Secreto were the only two books solely
about sideshow banner art and their publishing coincides with the sideshow revival. In
Freakshow Presenting Human Oddities for Amusement and Profit, Robert Bogdan also wrote
about the slow death of the sideshow. However, I argue that the death proclamation of the
sideshow was premature.
Rachel Adams, in Sideshow U.S.A., claims, “Freak shows have seen a renaissance in the
fifteen years since the completion of his [Bogdan’s 1988] study...freak shows never really
vanished” (1-2). Since Adams’ 2001 book, I contend that the popularity of the freak show has
only increased. Furthermore, the proliferation of the sideshow or freak show and its aesthetics
are highly profitable forms of media and entertainment.
In 1980, Costa Mantis, Jane Savitt-Tennen and Dick D. Zigun founded a not-for-profit
arts organization named Coney Island USA, which offered programming such as the Coney
Island Circus Sidshow or Sideshows by the Seashore and The Mermaid Parade. During the
1980s, other showman such as John Bradshaw and Bobby Reynolds had their own sideshows.
The city of New York, along with other cultural grants has helped the not-for-profit arts
organization named Coney Island USA become a mainstay in Coney Island nearly twenty years
later and its presence now includes a “Freak Bar,” a retail store filled with Coney Island and
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freak show memorabilia, the Coney Island Museum and the Annex; a multiuse performance and
exhibition space. The surrounding area today is curious mixture of old and new to include the
historical landmark Cyclone wooden rollercoaster along with popular family chain restaurants
such as Applebee’s and Wahlburgers.
Jennifer Miller, one of the most famous contemporary bearded ladies, who worked for
both Dick Zigun and John Bradshaw, formed her own sideshow troupe named Circus Amok. The
difference between the sideshows during this era of postmodernism and P.T. Barnum’s time is
that the performers openly utilize their performances to challenge the standard of “normality”
that society presents and exactly what an anomalous body can do. Postmodern sideshow
performers are familiar with the history, traditions, and recent scholarship on sideshows, which
includes poststructuralist theory (Adams 210). Armed with a language that included oppression
and binary constructions that left little room for variation, multiplicity, and polyphony, the
sideshow performer utilizes history, language, and spectacle to subvert the remaining and
constricting categories of subjectivity. Miller, for instance, travels the United States to give
humorous but poignant lectures on gender identity, sexual identity, and societal norms such as
the standards of beauty for women while juggling several machetes. Other groups such as the
Bindlestiff Family Circus, include vaudeville and other theatrical acts alongside new
interpretations of classic sideshow acts. The Bindlestiffs college circuit lectures combine an
entertaining no-nonsense sex education that includes inhaling a condom through one’s nose and
flossing your nasal cavity with the other end of the condom through the mouth. The popularity of
the grotesque was in some ways the spirit of times since grunge, alternative rock, and goth were
thriving throughout New York’s club scene. More often than not, newly formed sideshow
groups, such as the Jim Rose Circus Sideshow opened for major musical performances or it was
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quite common to see some type of sideshow act at a club. An obsession with alterity produced a
host of media such as the X-Files and niche magazine publications like “Weird New Jersey” and
“Shocked and Amazed.” The Jim Rose Circus Sideshow was the main attraction in one episode
of X-Files in 1995.
The sideshow and its aesthetics has become a metaphor for the dissemination and
obsession with alterity in culture and media. In Richard Kearney’s Strangers, Monsters and
Gods: Interpreting Otherness, he specifically mentions the postmodern obsession with alterity
and the postmodern sideshow happens to embrace all that is abject and “other” especially when it
comes to the body. Kearney offers, “With the emergence of a distinctly postmodern
preoccupation with alterity and the sublime, we confront new tasks of thinking about the
opposition between the self and other” (Kearney 9). Postmodernism became a backlash against
rules, “clean lines,” suits, the absolute, and the singular. People became interested in microhistories, the unknown and the unfamiliar. In 1980s and early 1990s, there was a definitive
cultural turn towards conservatism with slashes in NEA grants, “Parental Advisory” labels for
music deemed too mature for young adults, and the beginning of political correctness
movements. These efforts to reign in popular culture may have ultimately led its explosion of
popularity in mass culture.
Aesthetics that were once part of the sideshow such as tattooing and piercing sparked and
entire body modification movement called Modern Primitives that was inspired by the practices
of Fakir Musafar14 and niche publications that documented Musafar and others such as “BME:
Body Modification.” These forms of self-expression pursued alterity in a purposeful manner,
which set the stage for a revival of the sideshow and its subsequent popularity.
What is the postmodern sideshow?
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The Coney Island Circus Sideshow describes itself as a “Postmodern Sideshow.”
According to the artistic director of the Coney Island Circus Sideshow, Dick Zigun, the
postmodern sideshow is, “Performer-oriented and not gawker-oriented,” which subverts the gaze
and enables agency (Chemers 123). This ties directly into Adams’ previous assertion that
performers are armed with post-structuralist theory and distribute their own artistic voice to
audiences in self-published works. These performers create the roles they want to play and how
they want to present their act and message to an audience. Adams, for example, explains, “With
its heterogenous assemblage of bodies, the sideshow platform is both a source of entertainment
and a stage for playing out many of the century’s most charged social and political
controversies” (2). The sideshow is in charge of its own reversal by elevating the social and
political in direct dialogue with an audience and through people, who have historically been
patronized, institutionalized, and marginalized. The elevated platform of issues includes “debates
about race and empire, immigration, relations among sexes, taste, and community standards of
decency” (Adams 2). Performers speak about their own life experiences, which parody the
paradoxes that they confront in real life outside of the elevated platform and performance space.
There is an overt tone of subversiveness and parody, the hallmarks of postmodernism, within the
performances and in Dick Zigun’s position at Coney Island USA. Zigun as one of the founders in
1980 and the Artistic Director of Coney Island USA (CIUSA), is widely known as the “inventor
of the Mermaid Parade and the godfather of burlesque & sideshow revivals”
(coneyisland.com/about). His biography is keen to note his membership to the clan of the weird
and wonderful as not only an author, but as a tattooed author of weird American plays. Zigun’s
authority in Coney Island resides in both official and non-official roles as both a legal New York
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State marriage officiant and also as his alter ego as the performance artist known as the “Mayor
of Coney Island.”
Zigun, as a Yale MFA theatre graduate, is quick to defend popular culture, kitsch,
lowbrow, and the sideshow. It is worth noting that the popularity and existence of the
postmodern sideshow is sometimes condemned. Rosemarie Garland-Thomson, in 1997 argues,
“Today the notion of a freak show that displays the bodies of disabled people for profit and
public entertainment is both repugnant and anachronistic, rejected but nevertheless recent and
compelling in memory” (58). In contrast, Zigun asserts, “Any analysis of exploitation in the
freak show must be made on a case-by-case basis, condemning all freak shows as categorically
‘bad’ or ‘exploitative’ is ‘throwing out the baby with the bathwater’” (Chemers 119). Zigun’s
statement acknowledges the binary categories that often prevent further investigation and
complexity. In one example, in the 1980s, disability activists fought against Otis Jordan, “the
Frog Boy’s,” performance at the sideshow in Coney Island but they never asked Otis’s opinion
before embarking upon their quest. This history is well documented in a host of other sources
however; it is also a return to what an anomalous body is allowed to do, how it is regulated, and
who determines those regulations.
There are a variety of performances at the sideshow and it is important to make a
distinction among working acts, such as sword swallowers or fire eaters, and people born with
congenital conditions. Thomson’s position advocates for the inclusion of disability among race,
gender, class, ethnicity, and sexuality. Disability has been historically seen as something to be
fixed and has been pathologized by medical institutions and this ties into Michel Foucault’s
genealogical studies on normality and sexuality as we will see in a chapter three. Syracuse
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University was the first to offer disability studies in 1994 and there are over thirty-five colleges
and universities that now offer similar programs.
Nonetheless, sideshow performer and actor with phocomelia, Matt Fraser, has actively
defended the sideshow and those who chose to perform both past and present. He specifically
points out how society left few, if any options, for people with disabilities to earn a living or
have a sense of independence and freedom. People with disabilities were often not free to make
their own decisions even when they were equally as cognizant as someone who did not have a
disability. Fraser’s own research on the “historical freaks” before him, the many challenges they
faced, and the physicality of his act are integral parts of his own performance. He openly
challenges audiences’ preconceptions and judgments and this is integral to the characterization of
the postmodern sideshow. The postmodern sideshow is a place where the formerly silenced in
society have a voice, present the unsayable, and its lure has inspired other generations of
performers as well as a host of media and events in American society.

2.4 The Carnivalesque: Folk Culture and the Grotesque in the American Sideshow
Mikhail Bakhtin is known as the philosopher of the carnivalesque and he is most
associated with literary criticism. The translation of his work in the 1980s has had an enormous
influence on scholarship in the United States (Blyn 89). The 1980s also coincides with the rise of
the postmodern, which links Bakhtin and the postmodern within the same time frame in the
United States even if the theoretical links and similarities between the two are debated. The
dialogic and the carnivalesque comprise two of Bakhtin’s most prominent theories, which focus
on the reversal of hierarchies and the potentiality inherent to a multiplicity of voices and
relations in the dialogic.
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Persecuted during the Stalin era, Bakhtin’s work has contributed to a variety of genres
beyond literary criticism in recent history. We will begin with Bakhtin’s theory of carnival, as an
accessible entryway rooted in historical celebrations, its subsequent associations with Coney
Island by other scholars, and followed by the scholarly associations between the carnivalesque
and the sideshow. Although I see the connections to the carnivalesque based on Bakhtinian
views of the grotesque and celebration, I argue that an examination of the sideshow through
Bakthin’s dialogism or answerability, gives us a new way to view the postmodern sideshow and
self-other relations, as well as the carnivalesque. Furthermore, I assert that the carnivalesque is
an aspect of the dialogic. The temporary reversal of hierarchies not only celebrates polyphony
but also renews the hope for the future in an example of potentiality in contrast to finalizability.
Bakhtin’s Answerability is more than a theory and presents a pragmatic communication
tool, which relies on a minimum of two consciousnesses and the validity of both self and other
perspectives simultaneously. For Bakhtin, our ability to communicate, respond, or answer is
unavoidable, if we are physically alive, and I contend that the participatory arts, like the
postmodern sideshow, is just one way to keep those communication channels open, continue the
dialogue, and free us from the cage of our own minds by exposing us to other perspectives that
shift our worldviews. The face-to-face encounter between the performer and the spectator
becomes an active ground that contributes to and changes how we think, see, and interact in the
world, post-performance.
Bakhtin was concerned with the increasing homogenization of philosophy and language
in Soviet society during the 1930s. Exiled by Stalin, Bakhtin was a first-hand witness, victim,
and subsequent survivor of a Gulag forced labor camp during an oppressive and violent historical
moment. Although Goethe, Dostoevsky, and Dante influenced Bakhtin’s scholarship, Rabelais
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became one of the most important influences on Bakhtin and his theory of carnival (Clark and
Holquist 295). Heteroglossia is the antithesis of the homogenization of language and according
to Bakhtinain scholars Katerina Clark and Michael Holquist, heteroglossia is, “the mingling of
different language groups, cultures, and classes.” For Bakhtin, heteroglossia represents the ideal
condition in society because “it guarantees a perpetual linguistic and intellectual revolution” and
“guards against the hegemony of any ‘single language of truth’ or ‘official language’ in a given
society, against ossification and stagnation of thought” (Clark & Holquist 22). Under the
dictatorship of Stalin and his plans to transform Soviet society, Bakhtin witnesses a stagnation of
language and intellectual thought. A ‘single language of truth’ reveals a power structure, based
on an ideology that favors a single authority. Patriarchy is one example of an ideology and
ideologies include a wide range of expressions among the political, social, and cultural. A ‘single
language of truth’ also constructs a binary dichotomy in which one side can only ever be the
official language or truth in perpetual exclusion of the other. The monologic nature of a single
authority, to the exclusion of other voices, echoes our earlier discussion of the postmodern
critiques of modernism. Critique is one example of a language of opposition, which finds the
gaps or holes in the system and opens important spaces for new ideas. Bakhtin finds the gaps and
holes through his revolutionary study of Rabelais.
In Rabelais, Bakhtin recognizes a kindred spirit, with similar historical circumstances.
Rabelais and His World is his study of the classic Renaissance literature book written by
Rabelais, Gargantua and Pantagruel. Although Rabelais is historically connected with the early
Renaissance and Bakhtin is historically connected to the Russian Revolution, both are concerned
with the “breakdown of borders of all kinds. Each is fascinated by unusual combinations,
mixings, the interpretation of elements regarded at other times or by less heterodox
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contemporaries as mutually exclusive” (Clark and Holquist 296). Unusual combinations or mixes
and interpretations outside the official version are in direct violation to the rules and standards of
a single authority and under a politically ideological government such as the Stalin era, can carry
the potential for the loss of life. Both Rabelais and Bakhtin recognize the contradictions and
reveal the gaps within the structures created by their societal norms, laws, religions, and genres
of text or written material. During Rabelais’ time, the model style and subjects of official
language include medical and military manuals whereas for Bakhtin, the newspapers became
novels and novels morphed into political pamphlets (Clark and Holquist 297). Clark and
Holquist adeptly summarize, “Bakhtin, like Rabelais, knew he was living in an age such as the
world has rarely experienced” and “each spring from an age of revolution” (296-97). During
both Rabelais’ and Bakhtin’s historical time periods, no one could escape the societal climate
and the awareness of an impending shift. Bakhtin describes this as a “theatre without footlights”
because no one “could be a passive spectator in history’s theatre” (Clark and Holquist 296).
History’s theatre involves all classes and spaces during these tumultuous moments. Beyond the
revolutionary historical moments and the transgressing of boundaries in the language of the texts,
there is a very specific feature of Rabelais’s writing that not only appeals to Bakhtin but it is also
one that Bakhtin thinks he understands quite well. Clark and Holquist confirm, “[Rabelais] is
infamous for its breaches of ‘good taste’” and “this feature of Rabelais’ work is the one that most
excites Bakhtin and that he, of all Rabelais’ readers, understands best” (296). Bakhtin recognizes
how subsequent scholarship on Rabelais either completely ignores or suppresses any discussion
of these “breaches of good taste” because these seeming infractions are unliterary, improper, or
as a consequence of the prejudicial viewpoints of countless scholars. For this reason, Bakhtin
purposely recovers the “unsaid” or what is ignored in Rabelais’s text. He also details how
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Renaissance social systems of folk culture had more of a balance between high and low culture,
official and unofficial language, and what is permitted and what is not permitted unlike
subsequent ages such as the Stalin regime. It is important to note that Bakhtin’s folk culture is in
opposition to the Soviet folklorico. In the prologue to Rabelais and His World, Michael Holquist
clearly illustrates:
His [Bakhtin’s] folk are blasphemous rather than adoring, cunning rather than
intelligent; they are coarse, dirty, and rampantly physical, reveling in oceans of
strong drink, poods of sausage, and endless coupling of bodies. In the prim world
of Stalinist Biedermeier, that world of lace curtains, showily displayed water
carafes, and militant propriety, Bakhtin's claim that the folk not only picked their
noses and farted, but enjoyed doing so, seemed particularly unregenerate. The
opposition is not merely between two different concepts of the common man, but
between two fundamentally opposed worldviews with nothing in common except
that each finds its most comprehensive metaphor in "the folk." (Bakhtin xix)
This is direct attack on the hierarchy of class structure and the vertical distribution that
ignores the full spectrum of folk in society. As a result of this opposition, several decades pass
before Bakhtin could defend his thesis, earn his degree, and publish Rabelais and His World
along with many obstacles and circumstances between each event3 (Bakhtin xx). Bakhtin
surmises that the balance between high and low culture and the amount of societal freedom is
directly connected to a culture’s attitude towards high and low culture and the permissability for
laughter. In other words, the freedom of language or text directly correlates to the amount of
freedom in society. In the form of a short question, one might ask, what is the cultural attitude
towards laughter? In his study of Rabelais, Clark and Holquist claim Bakhtin identifies two
important subtexts, “Carnival, which is a social institution, and grotesque realism, which is a
literary mode. Rabelais and His World is a study of how the social and the literary interact. In
addition, it is a study of the semantics of the body, the different meanings of the body’s limbs,
apertures, and functions” (299). The semantics of the body is a crucial link to the larger topic of
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sideshow in this project. Postmodern sideshow performers often utilize the social as societal
commentary within their act and as part of audience participation. The sideshow, regardless of its
recent postmodern connections, has always been considered part of low culture by high society.
Bakhtin acknowledges the connection of the grotesque to both the circus and other performers
when he asserts,
The comic performers of the marketplace were an important source of the
grotesque image of the body. They formed a huge and motley world that we can
only touch upon here. All these jugglers, acrobats, vendors of panaceas,
magicians, clowns, trainers of monkeys, had a sharply expressed grotesque bodily
character. Even today this character has been most fully preserved in marketplace
shows and in the circus. (RHW 353)
The passage above also links the grotesque to the sideshow and circus. The marketplace shows
are a reference to parade or sideshows, since their origins come from market or carnival
celebrations on the public square. Vendors of panaceas are essentially snake oil salesmen, also
often associated with the sideshow. Here, Bakhtin tells us that types and variations of comic
performers are too numerous to expound upon during his analysis of the grotesque in literature
and that they continue to exist in actual life. Bakhtin only touches briefly upon the circus and the
sideshow in Rabelais and His World, which gives us a chance to expand on this important aspect
he could not develop in that context. As evidence of the multiplicity of comic performers of the
marketplace and their relation to the sideshow, Authors Jules Garnier and Hugues Le Roux’s
1890 book Acrobats and Mountebanks 15, sought to present a factual account of the banquiste
people, minus the fanciful romanticization of most literature at the time with contributions from
experts in America, England, Germany, and Russia. The Banquistes was the original title,
according to its authors, but the word banquistes, which includes “all persons showing or
performing on a fair ground, circus, or variety entertainment,” had a derisive connotation, which,
I argue is similar to the stigma often associated with the word “freak” and “side show” (Garnier
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et al 36). Garnier and Le Roux describe, “This publication is really the monograph of an
unknown people, related by the pen and pencil,” and “It describes the organization of the
banquiste people, the foundation of its agencies, newspapers, and syndicates, it follows the
mountebank from his birth in the wandering caravan to his apotheosis in the friezes of the circus”
(4). The variety of the performers in this historical text of twelve chapters include: acrobats,
mountebanks, monstrosities, somnambulists, Circassian beauties,16 dwarfs, learned fleas,
tattooed women, conjurers, fat women, pretty girls, belly dancers, illusionists, wrestlers, tattooed
men, snake charmers, “speaking head” tricks, clowns, buffoons, equilibrists 17, marionettes,
phantasmagorias, fortune tellers, animal trainers and tamers, hypnotists, equestrians, juggles,
bicyclists, variety acts, and contortionists as well as details of their performances and types of
fairs and circuses. Although some of the names and types of performers have changed, this list
remains as a firm foundation for the wide variety of performers that continue to exist today.
Grotesque realism in literature and the grotesque body in the carnivalesque is in
opposition to high culture and the norms defined by society. The blasphemy of contemporary
sideshow performances includes innuendo, bawdy humor, regurgitation, eating fire, swallowing
swords, piercing biceps, cheeks, or other body parts, swinging weights from the lower eyelids
with fishhooks and chains, eating insects and displaying their chewed-up bodies on the plate of
their tongue, hammering nails up their noses or inserting an electric drill into the same orifice
among many other examples. These postmodern sideshow performers are an example of
contemporary folk culture because they occupy a space outside of high culture.
There are three humorous forms of folk culture18 and carnival is the most important of the
three for Bakhtin because it reveals the gaps in the systems, celebrates the “other,” creates hope,
and freedom. Historically, carnivals are open-air spectacles, festivals, and markets, which began
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as religious rituals and celebrations, especially during the Renaissance and the primacy of the
Roman Catholic Church in Western Europe. Parodies of church rituals are second and the third
humorous form is coarse or foul language, curses, and oaths (Bakhtin RHW 5). The strength of
carnival is its ability to reveal the gaps in the strict “systematic theologies, legal codes, normative
poetics, and class hierarchies (Clark and Holquist 300). One must not underestimate carnival as
simple play or a temporary steam valve for lower classes. Clark and Holquist contend, “Carnival
is a gap in the fabric of society. And since the dominant ideology seeks to author the social order
as a unified text, fixed, complete, and forever, carnival is a threat” (301). Carnival reveals what
the dominant ideology seeks to conceal. Stasis is the “truth” and it is unchanging, finalized.
Carnival emphasizes change, becoming, and acknowledges the body in all of its forms and
processes. Ideological structures may be overt or covert.
Bakhtin’s thoughts have a special relevance and applicability to this research and for the
future of our current world. Bakhtin understood the importance of interacting with real, other
human beings because they spare us from, “the worst cumulative effects of my own echo
chamber of words…[and] check the monstrous growth of my own view of things” (Emerson
153). Ideologies influence the monstrous growth of our own views either overtly or covertly. In
order to get out of our heads, one must interact with others whose views differ from our own.
There are multiple perspectives to consider other than one’s own and the sole consideration of
the perspective inside one’s own mind neglects the humanity of another human being and their
lived experiences. The mind becomes its own authority in a monologic construction of truth.
Carnival exposes other truths and celebrates the “other” with the use of non-violent weapons.
Carnival utilizes two weapons against monologic or neat, logical systems. The reversal of
hierarchies and the “lowering of all forms of expression in language or art” create a horizontal
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and not a vertical structure (Clark and Holquist 310). Unlike the monologic or single language of
truth, Bakhtin claims, “Carnival is not a spectacle seen by the people; they live in it, and
everyone participates because its very idea embraces all the people. While carnivals lasts, there is
no other life outside it” (RHW 7). Carnival is an inclusive social institution and celebration.
Carnival celebrations during the Middle Ages and the Renaissance include the reversal of
hierarchies and the allowance of behaviors that were strictly forbidden outside of carnival. For
Bakhtin, the carnival is a site representative of everyone, and its function is to momentarily
reverse the codification of daily life dominated by strict hierarchies. Bakhtin aptly describes the
duality of living two lives for a person living during that time:
…one was the official life, monolithically serious and gloomy, subjugated to a
strict hierarchical order, full of terror, dogmatism, reverence, and piety; the other
was the life of the carnival square, free and unrestricted, full of ambivalent
laughter, blasphemy, the profanation of everything sacred, full of debasing and
obscenities, familiar contact with everyone and everything. Both these lives were
legitimate, but separated by strict temporal boundaries. (PDP 129)
Carnival, derived from Christian Lenten celebrations, is temporally restricted to a specific time
of the year and spatially restricted to a public location that allowed the participation of all people.
The hierarchical, religious, and monotonous daily life filled with rules reverses during carnival
time. Only carnival exists during carnival time. Clark and Holquist contend, “The importance of
carnival, however, lay not in the great chunks of time given over to it but rather in the unique
sense of the world it embodied. First of all, carnival was one of the few areas that the hegemony
of the Roman Catholic Church did not reach” (Clark and Holquist 300). The world of carnival
time possesses freedom from the power structure of the daily life held by the Roman Catholic
Church during the Middle Ages and this ensures a reversal of power that celebrates all that is
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grotesque and debased. For a short period of time, a sense of liberation proliferated daily life and
that was in stark contrast to the remainder of the year.
Clark and Holquist also tell us, “Carnival is minimally ritualized antiritual, a festive
celebration of the other, the gaps and holes in all the mappings of the world laid out in systematic
theologies, legal codes, normative poetics, and class hierarchies” (300). Carnival is an
opportunity for renewal and becoming, which embraces bodies in all of its forms, especially the
grotesque, and the free intermingling of bodies. For the purpose of this discussion, I will advance
the claim that Coney Island’s Mermaid Parade is an example of Bakhtin’s carnival. Coney
Island’s Mermaid Parade is the quintessential anti-parade because of the handcrafted costumes
and floats constructed from everyday materials as opposed the televised and choreographed
glamour of corporate-sponsored holiday parades. Anyone can participate in the Mermaid Parade
for a fee and even spectators dress up to join the fun by painting their naked bodies in glittery sea
colors with seashells, seaweed, and starfish occasionally placed on strategic areas of the body.
The crowd and the paraders’ bodies intermingle in what has now become an oceanic-sized
spectacle of neptunes, mermaids, and every real and imagined sea creature in a D.I.Y.
carnivalesque one-day celebration to usher in the beginning of the summer season around the
summer solstice.
As an example of a type of space that mimics carnival in the United States for a longer
period of time, we can look to the infamous Sodom by the Sea, Coney Island, and examine how
other scholars link Bakhtin’s carnival to Coney Island and the freakshow. In Amusing the
Million, Coney Island at the Turn of the Century, author John F. Kasson contends, “Coney Island
created its own version of carnival…and in effect declared a moral holiday for all who entered
the gates. Against value of thrift, sobriety, industry, and ambition, it encouraged, extravagance,
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gaiety, abandon, revelry” (50). Kasson explains that the notion of carnival and its links to
Saturnalia and the Feast of Fools are useful when analyzing the cultural phenomenon and
influence of Coney Island. With its over-the-top festivities, three fantasy-like amusement parks,
Dreamland, Steeplechase Park, and Luna Park, the freakshows, museum exhibits, and seaside
revelry, Coney Island defied convention and indicated a rise in mass culture never seen before
(Kasson 50). Throughout the century, Coney Island’s various nicknames, the Nickel Empire, the
Paradise of the Proletariat, and the Resort of Last Resort, capture its carnival spirit and its fight
to hold on to its place within mass culture. Unlike the carnival of the Middle Ages, which was
restricted to a specific time of year and the place of the public square, Coney Island defied these
temporal and spatial boundaries. The defiance of these spatio-temporal boundaries magnifies the
carnivalesque and creates a unique geographical space within the history of popular culture in the
United States. Kasson describes this as a “special place on the map” (50). Michael Immerso in
Coney Island The People’s Playground, claims, “Coney Island transformed cultural life in the
United States and created a heterogenous and hybrid popular culture with new form mass
entertainment” (106). Heterogeneity and hybridity defy any single category or definition and
Coney Island embraced this defiance. Beyond the amusement parks and freak shows, as a
location with a high influx of Italians, Greeks, and Jews from Poland and Russia, at the turn of
century, xenophobes describe Coney Island as the “dumping ground of the cosmos” (Immerso
4). Efforts to “cleanse” Coney Island and create a more “wholesome” environment began during
its heyday and continue into the present day. In a further Bakhtinian celebration of the
carnivalesque, the grotesque was a prominent feature of freak shows. For Bakhtin, the grotesque
is either suppressed or ignored outside of carnival. Immerso’s description parallels Bakhtin’s
earlier differentiation between high and low culture and the wide spectrum of folk who were
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outside the “official” culture. Bakhtin explains, “The grotesque body is a body in the act of
becoming" and it “ignores the closed, smooth, and impenetrable surface of the body” (RHW
317). The grotesque, in all of its protuberances, orifices, and bodily processes of sex, evacuation,
and eating are in direct opposition to the “static ideal represented in classical Greek marbles,”
(Clark and Holquist 303). The functions of the body, necessary for life, are completely ignored.
Classical Greek sculpture was based on proportions and ideals of beauty with little movement.
To understand the contrast between classical Greek sculpture reference and Bakhtin’s description
of the grotesque with all of its protuberances, orifices, and bodily functions, a prominent
historical example will add visual and theoretical clarity.
Doryphoros, a Roman marble copy by Polykleitos, embodies the “Spartan ideal of the
warrior” and an “imposed system of proportions” (Gardner 163). The Spartan embodies a
warrior’s physique and the position of the figure is carefully composed to create balance with
slight movement in diagonally opposed limbs, for both harmony and stability. Although
Doryphoros looks as if the warrior is about to take a forward step, its movement is rather
reserved. The impenetrability of statue’s surface lacks any semblance of the grotesque because it
is in service to the ideals of a perfect surface, proportions, and stature.
In his analysis of Rabelais and His World, Bakhtin references several sources of the
grotesque throughout history in the chapter titled “Origins of the Grotesque Image of the Body.”
One specific reference names Ctesias, a Greek who lived in Persia during the fifth century before
Christ and he was the “first collector of tales” about the grotesque body, flora and fauna (Bakhtin
344). Some of these references were literary works such as “so-called ‘Indian Wonders’” of
South Asia or the Physiologus, a “natural history book combined with legends and ‘wonders’”
(see fig. 7) (RHW 344). Both Ctesias: On India and Physiologus continue to be available for
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readers today. The reference to ‘wonders’ is often used to describe sideshow and freakshow
performers. For example, one of the last traveling sideshows is named “World of Wonders.”
Bakhtin goes on further to describe the content of these literary works and notes their
importance. He emphasizes,
But most important of all in our mind is the description of extraordinary human beings.
These creatures have a distinctive grotesque character. Some of them are half human, half
animal: hippopods with hoofs instead of feet, sirens with fishtails, “sinucephalics” who
bark like dogs, satyrs, and onocentaurs. This is an entire gallery of images with bodies of
mixed parts. There are also, giants, dwarfs, and pygmies. There are various monters: the
“scipedes” who have only one leg, “leumans” without a head and with a face on the
chest, cyclopes with one yes on the forehead, other with eyes on their shoulders or on
their backs, creatures with six arms, and others who feed through their noses, and so
forth. All this constitutes a wild anatomical fantasy, so popular in the Middle Ages.
(RHW 345)

Fig. 7. Physiologus, the most popular book in the Middle Ages

Although many of these descriptions are fantastical, several of them are as a result of a
medical condition and sometimes these same people were performers in the sideshow. This
includes people born with one leg or one arm or more than two in the event of a vestigial twin or
other circumstance, people born with one eye, or people with dwarfism or gigantism. I contend
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that the popularity of these “anatomical fantasies” has actually never waned from antiquity
through Bakhtin’s time, because of his own interest in the grotesque, and to the present because
of numerous other literary works and the popularity of the aesthetics of sideshow in the media.
Examples of the popularity of the aesthetics of the sideshow in media and culture in the United
States will be discussed in Chapter 4 “Simulation and the Polyphonic in American Mass Media.”
Some of these literary sources include: The History and Lore of Freaks by C.J.S. Thompson,
Very Special People by Frederick Drimmer, The Worlds’ Most Fantastic Freaks by Mike Parker,
Special Cases by Rosamond Purcell, American Sideshow: An Encyclopedia of History’s Most
Wonderous & Curiously Strange Performers by Mark Hartzman, Monsters Human Freaks in
America’s Gilded Age by Michael Mitchell, and others.
Nonetheless, it is important to acknowledge the presence of the grotesque in the ancient
world after the classical period of Greek sculpture. 323 B.C. marks the death of Alexander the
Great and the beginning of the Hellenistic period. Independent scholar Colette Hemingway and
Seán Hemingway, Department of Greek and Roman Art, The Metropolitan Museum of Art,
state, “One of the immediate results of the new international Hellenistic milieu was the widened
range of subject matter that had little precedent in earlier Greek art. There are representations of
unorthodox subjects, such as grotesques, and of more conventional inhabitants, such as children
and elderly people” (metmuseum.org). Alexander the Great’s vast empire, which stretched from
Greece and Asia Minor through Egypt and the Persian Empire in the Near East to India,
consisted of an unprecedented amount of people and diverse cultures. These conditions had a
profound effect and resulted in dissemination of Greek culture and art as well as crosspollination among all cultures to create an international empire. Hellenistic sculpture is
characterized by a striking presence of the grotesque, dynamic movement, and a wide diversity
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subject matter reflective of its diverse population (Hemingway). Laocoön, for example, depicts
the Trojan priest and his sons struggling to escape strangulation by sea serpents and their
writhing bodies fervently twist while their faces clearly display suffering. Steadfast and stoic is
rendered absent. The dynamic movement and diverse subject matter correlates to the “baroque”
that will later develop in the seventeenth century Europe (Gardner 175). Unlike the relatively
static body positions and more stoic expressions of classical Greek sculpture, the energetic
movement and suffering depicted in Hellenistic sculpture such as Laocoön, presents a stark
contrast.
Additionally, representations of Dionysos, or the Roman god Bacchus, the god of wine,
became more prominent during this period (Hemingway). Dionysos is important to this
discussion of Bakhtin for two reasons. One, carnival celebrations originate from Thracian
fertility cults to the worship of Dionysos or Bacchus through antiquity, and its subsequent
“reformed” Orphic versions. Bacchic rituals emphasized instinctive passion and pleasure in the
present as an escape from the morals of everyday life in same way carnival celebrations allow an
escape from the strict moral and hierarchical monotony of Christian medieval life. In a relevant
earlier discussion, Kasson links Coney Island and the freak show to carnival, Saturnalia and the
Feast of Fools.
Two, Friedrich Nietzsche, like Bakhtin, advances the importance of the grotesque, or in
Nietzsche’s case excess, and its creative potentiality in The Birth of Tragedy through the
Dionysiac impulse. Greece is invoked in Nietzsche but the context differs from Bakhtin’s earlier
reference. “Archaic Greece” represents an ideal and superior society for Nietzsche because it was
an artistic culture that includes the integration of art into daily life as opposed to modern society,
which relies more on science and morality in the pursuit of happiness. This pursuit of happiness
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is fruitless and Nietzsche offers a diagnosis. One thing to keep in mind is that Nietzsche’s
conception of modern begins in the mid-fifth century in Athens with Socrates. His diagnosis
claims that society lacks unity and solely assumes knowledge should be our guide in life as
opposed to the fragmented, over-specialized lives of modern society and their lack of an ability
to connect19 with other people (xii). Recent developments in both music and philosophy led
Nietzsche to believe in an upcoming reversal of the “Socratic state” with the rebirth of artistic
forms, particularly tragedy (xii). There is a parallel to note between a reversal of the “Socratic
state” and a reversal of hierarchies during carnival. Attic tragedy, in particular, and Wagner’s
ideas about Attic tragedy, which “was an institution of spiritual and political regeneration,”
provides a hope for the future for Nietzsche with the return of tragedy (xv). Tragedy has a
balance of the two main forces, drives, or impulses in the human soul and is represented by the
Greek gods Apollo and Dionysos. Nietzsche describes, “There exists in the world of the Greeks
an enormous opposition both in origin and goals, between the Apolline art of the image-maker or
sculptor (Bildner) and the imageless art of music, which is that of Dionysos (14). Beethoven’s
music, for example, was especially Dionysian. The Apolline drive moves toward distinction,
discreteness, individuality, drawing and respecting boundaries and limits. Apollo represents one
side because he teaches “an ethic of moderation and self-control” (Nietzsche xi). For Nietzsche,
Greek epic poetry, especially Homer, represents the purest expression of the Apolline. This is
also the pursuit of knowledge in modern society and it ignores what Nietzche calls the
Dionysiac. In contrast, the Dionysian drive transgresses limits, dissolves boundaries, destroys
individuality, and embraces excess. Quasi-orgiastic forms of music such as choral singing and
dancing represent the purest artistic expression of Dionysos (Nietzsche xi). Although the focus is
mostly on theatre, the Dionysian is seen in figurative work such as the Hellenistic sculpture that
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was referenced earlier. Passion and excess exude in its visual and physical form. A discussion of
excess, the grotesque, and the transgression of boundaries, is remiss without Julia Kristeva’s
abject. In fact, the defining qualities of the abject parallel the grotesque more closely because of
Kristeva’s and Bakhtin’s explicit descriptions of bodily functions and fluids, and the abject, like
carnival, the grotesque, and Dionysian, is also seen as a threat. Modernity represses abjection,
like the Dionysian, and sublimation is a way to keep the abject under control. The abject marks a
place where meaning collapses and it is associated with all defilement, such as vomit and blood.
Abjection has no respect for boundaries, rules, or systems and it disturbs identity. The fragility of
identity is highlighted by the abject and the abject is scarred with impurity. The impure, immoral,
and the sinful symbolize the abject. Kristeva’s essay traces rituals of purification in society and
the abject as related to psychoanalysis, monotheistic religions, and modern literature. Nietzsche
also recognizes the fragility of identity when he asserts, “Collective music-making is the form of
art that brings us as close as possible…to the experience of the basic truth that our individual
identity is an illusion” (xxiii). The dissolution of our identity is our greatest fear but it is also a
source of pleasure. Within the fear and horror, the abject is implied and it is edged with the
sublime. Tragedy combines fear and pleasure and although Nietzsche does not use this term, it is
akin to Kristeva’s description of poetic catharsis; a means to cleanse the abject. Nietzsche points
out that modern society over emphasizes the Apolline and ignores the Dionysian just as Bakhtin
points out how scholars ignored the importance of the grotesque for centuries in Rabelais and
Kristeva exposes the abject and its attempted rituals of purification.
Despite inconsistencies within The Birth of Tragedy, which Nietzsche acknowledges in
the preface of the second edition, the Dionysiac is its most important concept because it retains
its relevance for understanding the human condition. In the introduction, Raymond Guess aptly
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illustrates, “…the conception of the ‘Dionysiac’ and its role in human life, i.e. the view that
destructive, primitively anarchic forces are a part of us (not to be projected into some diabolical
Other), and that the pleasure we take in them is real and not to be denied (xxx). Regardless of the
perceived Other inside us or the Other upon which we gaze, both need recognition and
acceptance as parts of the same whole. Guess warns, “These impulses cannot simply be ignored,
eliminated, repressed, or fully controlled…failure to recognize them is just a way of eventually
giving them free reign to express themselves with special force, destructiveness, and
irrationality” (xxx). Denial, sublimation, repression, or elimination will only result in dangerous
and catastrophic consequences for the individual and society as Bakhtin, Nietzsche, and Kristeva
explain within each of their own contexts. All three authors advance the potentiality of
metamorphosis inherent to our embrace of the Dionysiac, the abject, and the grotesque within the
body.
A grotesque body, as a site of becoming, is alive in all of its bodily functions, it involves
movement, and change in time, which brings us to another element critical to Bakhtin’s thought.
Time, Bakhtin’s secondary key element other than the body, critically interacts with the body.
During carnival time, the body is free and metamorphosizes into an ever-becoming or
unfinalizable being. Carnival time is a time for renewal. As a visual example of carnival in art
history and the history of photography, Weegee’s (Arthur Fellig) famous photograph Coney
Island Beach, captures a million people, intermingling on the beach (see fig. 8). The sand of the
beach in Coney Island is entirely absent due to the large of mass of bodies in bathing suits that
stretch deep into the horizon until the boardwalk interrupts the blurred mass. The iconic Wonder
Wheel ferris wheel clearly identifies its geographical location.
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Fig. 8. Weegee, Coney Island Beach, 1940, Metropolitan Museum of Art, New York.

However, Philip McGowan, author of American Carnival Seeing and Reading American
Culture, critiques Kasson’s characterization of the Coney Island and the freakshow as a
Bakhtinian celebration. McGowan asserts, “[Kasson] overlooks both the dimensions of
American carnival evident in the previous century and Coney Island’s extension of exploitative
exhibits in its sideshow: ‘Between 1910 and 1940, there were more oddities here than at any
other place on earth (Twitchell, 1992, 64)’” (McGowan 51). Certainly, American carnival forms
existed before Coney Island became a seaside resort. When Ringling Bros. started their first
circus in 1884, the circus had already been in the U.S. for 100 years (Apps xv). Even the
phenomenon of the American circus, mimics the carnivalesque but it is limited to a specific time
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and place. When the circus came to town during the 1800s, the entire town would shut down for
the duration of the circus, and in so doing, effectively reverse the hierarchies of daily life in those
American cities and towns. The entire process was part of the spectacle beyond the main
performance, from the arrival, set up, and dismantling of the circus before departing to another
location. Everyone who went to the circus became participants in the spectacle just as
“everybody makes carnival” (Clark & Holquist 300). The idea of “embracing all the people” is
inherently non-dualistic. Visually, this was reflected in the myriad of performers, performances
and prolific advertising both in advance of the circus’s arrival and throughout the duration of its
stay. The terms sideshow and circus are often used interchangeably but they are distinctly
different aspects of the carnival experience each with their own hierarchies predicated on
perceptions of value associated with not temporal boundaries but spatial ones.
The circus as the big top, that is, the large tent housing the performance space, is the
family-friendly form of entertainment with which most people are familiar. Another related term,
the midway, refers literally to the area in the middle between the circus and the sideshow, which
included games, rides, and food stands. The sideshow, literally on the other side of the circus and
midway, was the subversive, edgy performance space, which included fire eaters, sword
swallowers, prodigies, medical anomalies, and burlesque performers. For Bakhtin, the carnival
spirit incorporates theses primary values: “incompleteness, becoming, ambiguity, indefinability,
non-canonicalism—indeed, all that jolts us out of normal expectations and epistemological
complacency” (Clark & Holquist 312). The performances in the sideshow are meant to jolt and
surprise but even the sideshow has its own hierarchies among self-made “freaks” like the
tattooed man versus the real feat of sword swallowing versus the born medical anomaly.
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Nevertheless, McGowan provides an alternate view of what is hidden beneath the surface
in American Carnival: Seeing and Reading American Culture, when he states, “A Bakhtinian
carnival space of negated social hierarchies operates in the United States at such moments of
American carnival made manifest, but the suspension of difference is exclusively restricted to
white America and the class boundaries existing between the sections of the white American
population” (McGowan 137). In other words, McGowan points out that white is the official
culture, the “norm” in the United States, and difference was on display for both entertainment
and to reinforce codes of normality. Evidence of this codification is also clear in the artwork
from the nineteenth and early twentieth centuries included at the Wadsworth’s Coney Island
exhibition. An accompanying weekend-long event at the Wadsworth Athenaeum entitled,
“Coney Island Symposium: An Intersection of Art & Identity” also discussed the impact of such
an iconic place on identity from a multiplicity of perspectives including its exclusionary
practices. A detailed analysis of all of these artworks in the exhibit and the symposium
discussions are beyond the scope of this research, however an analysis of the multiple
apparatuses that reflect the culture at large throughout the exhibit in relation to the aesthetics of
the sideshow is explored in the next chapters.
Even though Coney Island has maintained its connection to the amusement park industry
through all of the glamour and the grit, I claim that Coney Island is integrally tied to the
sideshow because of the number of sideshows that existed in this geographical location for the
past century and now, with the one remaining permanent sideshow. In January 2011, New
York’s Landmark Preservation Commission awarded landmark status to the twentieth century
building, known as the Child’s restaurant building,20 that houses Coney Island USA. The
importance of this status ensures the permanence of not only the building as an architectural and
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cultural structure but also as the permanent home of a non-profit even when everything around
the building may shift over time. The precarity of space and its influence on the sideshow is best
illustrated by an April 21, 2017 FaceBook post by the Venice Beach Freakshow in California,
which states that the building they occupy has been sold, the new owners want the freakshow to
vacate by May 1, and that this will be their last weekend of shows until they find a new space
(see fig. 9). The Venice Beach Freakshow is also an AMC reality TV series, which began in
2013.

Fig. 9. FaceBook post from Venice Beach Freakshow, 2017 (author screenshot).

In the meantime, Coney Island, seems to be in the midst of another revival as new rides
christened with the names of their long-destroyed counterparts such as Luna Park and the
Thunderbolt rollercoaster testify; the presence of an outdoor gallery picnic area known as the
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Coney Island Art Walls, which are painted by prominent area artists and curated by Jeffrey
Deitch and Joseph Sitt; and the presence of popular businesses and restaurants such as
Wahlburgers restaurant, a family owned business with several brothers already familiar to
popular culture through their music and acting careers. Additionally, Coney Island USA, the notfor-profit arts organization has expanded both its programming and venue spaces and its
postmodern sideshow has only grown in popularity and notoriety.
McGowan’s critique of Kasson assumes that all sideshows are categorically bad and
exploitative and that the entertainment industry in Coney Island perpetuated Otherness. I assert
that the issue is more complex, and that there needs to be a larger consideration of fundamental
topics: the freakshow performers’ voices, an analysis of the socio-economic conditions which
limited opportunities, the construction of false and limited ideals of beauty and able bodies, and
the history of pathologization and the institutionalization of human beings. In Chapter 3,
“Monologic Tyranny of Normality: You’re a Freak!” we will further explore the construction of
normality in the United States. Without consideration of these complexities, critiques against the
entirety of the sideshow become a moralistic judgment that does not take into account performer
agency. This stigma remains and the charge of exploitation may not always apply to every
individual story. In the meantime, we will focus on the association of Bakhtin’s carnival with
Coney Island and the freakshow, and its critiques both inside and outside the United States.

2.5 Bakhtinology: Bakhtin Scholarship as Polyphony
According to Caryl Emerson in The First One Hundred Years of Mikhail Bakhtin, who
focuses on Bakhtin’s reception inside and outside of his own culture, most Russian scholars,
especially those who knew Bakhtin, think that everyone else misinterprets the carnival impulse
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(4). In Vitaly Makhlin’s essay “Bakhtin and the West,” Emerson explains, “Critics either get
Bakhtin wrong from the start by equating the carnival impulse with political resistance,
ressentiment, or ethical relativism (all of them, in Makhlin’s view, ‘alternative monologisms’)”
(4). Ressentiment, most famously found in Friedrich Nietzsche’s Genealogy of Morals, describes
the motive in which the weak want revenge on the strong. Furthermore, Vitaly Makhlin claims
that there is no connection between the postmodern and Bakhtin, even though other scholars link
postmodernism to Bakhtin because both seek to demonstrate the benefits of multiplicity instead
of monologism. Attempts to integrate Bakhtin into postmodernism only highlights the
shortcomings or contradictions of the postmodern according to Makhlin. As the postmodern
spirit was embraced within the United States, there was a resistance to postmodernism in Russia
(Emerson 13). In a darker view, literary critic Mikhail Epstein claims, “Communism is
postmodernism with modernist face that still wears the expression of ominous seriousness”
(Emerson 14). Emerson adds, “In Epstein’s view, the only major difference between the
postmodernist spirit and bombastic, overripe Soviet ideology is that the latter did not play or
laugh (it is here, of course, that Bakhtin’s carnival corrective proves so subversive)” (14). Details
regarding several other scholars and critics reflect the divisions and tensions between the West
and Russian scholarship based on old Cold War practices in Emerson’s account. However,
Russian intellectuals have such high regard for Bakhtin, that Emerson also reveals, “Bakhtin
himself was the field” (33). Bakhtin often engaged scholarly debate with those he disagreed with
the most; the formalists, the vitalists such a Bergson, linguists, and psychoanalysts such as Freud.
Russian scholars continue these important scholarly debates while Bakhtinology has expanded
beyond the postmodern as a mainstay in higher education and as a main subject focus of
international conferences.
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Other scholars within the United States expand a Bakhtinian lens into feminist theory
through the body and the carnivalesque. In The Female Grotesque, Mary Russo argues that the
freak show is antithetical to carnival because there is a spatial difference between the space of
the freak show and that of carnival. Carnival relies on the intermingling of bodies in a shared
space and Russo asserts that the freak show relies on distance and distinction between actors and
spectators. The horizontal space of carnival time reverses hierarchies. Russo describes the
freakshow as an exploitative vertical hierarchy because of the physical separation and distance
between spectators and the actor or performer. The distance enables “the gaze”, and therefore
creates a distinction in which the freak is objectified. The important question to ask is, what
sideshow time period is Russo focused upon and have all sideshow performers been exploited
regardless of the time period? Russo focuses on the freakshows of Barnum’s era and the 1932
Tod Browning film Freaks. Russo comments, “Although Bakhtin’s model of carnival was surely
nostalgic and utopian in its portrayal of the social relations of carnival, it more importantly did
not consider the complexities of twentieth century popular entertainments, advertising, and
media” (84). The utopian critique of Bakhtin’s model of carnival is certainly known and the
nostalgia of carnival celebrations as a social relation perpetuates the myth of a return to an
origin. However, I propose that the postmodern sideshow is different; it is an example of the
carnivalesque through the performers’ agency as a reversal of hierarchies and active spectator
participation.
In the postmodern sideshow, the spectator does participate on stage with the actor, which
eliminates the vertical hierarchy, the physical distance, and objectification. This is a crucial
difference that negates Russo’s differentiation between carnival and the freakshow in the
postmodern. Active spectator participation is a key component in the postmodern sideshow and
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this relation will be further explored as a key link to Bakhtin’s dialogism in an upcoming section.
Additionally, not-for-profit arts organizations such as Coney Island USA and their Coney Island
Circus Sideshow present a host of opportunities beyond the stage performance to interact,
engage, and learn from actors during Sideshow School, “Ask the Experts” lecture series, or
museum exhibits at the Coney Island Museum. Other events at Coney Island USA, such as the
Mermaid Parade, are characterized by the free intermingling of bodies. Although not every freak
show presents the same community programming, each critique of the freak show needs to be
taken on a case-by-case basis.
Above all else, Bakhtin’s carnival creates a deep awareness of the material body and a
unity of community that renews, brings freedom, hope, and the potential for change among both
performers and spectators turned participants. The postmodern freakshow is kitsch and as such,
engages with the weapon of carnival with its lower “forms of expression in language and art”
(Clark and Holquist 309). The use of bawdy language and the display of the grotesque in either
the performance of physical acts or presentation of the body, all through performer agency,
represent the postmodern carnivalesque. The sideshow banners that decorate the stage and
advertise the show are also part of the art and kitsch. The performer’s agency is a reversal of
hierarchy and another example of how the freakshow utilizes the remaining carnival weapon.
The performers and the participants in the freakshow are analogous to Bakhtin’s description of
folk and unofficial culture, therefore, the postmodern sideshow and Bakhtin’s carnival are
integrally connected.
The introduction to Bakhtinian scholarship and his theory of carnival has inspired a vast
array of scholarship on the body, the freakshow, and specific geographical locations such as
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Coney Island. Nevertheless, Sodom by the Sea as a site of the carnivalesque also intersects with
Michel Foucault’s concept of Heterotopia.

2.6 Sodom by the Sea as a Heterotopia and site of the Carnivalesque
Michel Foucault defines several types of heterotopias, which includes the fleeting time of
festivals, where he describes the presence of fortunetellers and snakewomen. These festivals are
often associated with the sideshow, and by extension, we could draw a connection to Coney
Island. Earlier, we explored the connection with Coney Island to the Bakhtinian carnivalesque
(McGowan 2001) but I propose that Coney Island is also a heterotopia because it occupies a
liminal place in American history. Its host of nicknames over the past century includes “Sodom
by the Sea,” the “Nickel Empire,” the “Paradise of the Proletariat,” the “Poor Man’s Riveria,”
and the “resort of last resort” and these nicknames capture its history both inside and outside of
elite culture. There are elements of heterotopias of deviation in Coney Island because of its
association with leisure time, its role as a place of temporary escape during the Depression and
for homecoming G.I.s during WWII. It is also a space for an erotic carnivalesque atomosphere
with honky tonk, cooch shows, museums, fantastical amusement parks, freakshows, and the
heteroglossic mix of immigrants; Italians, Greeks, and Jews from Poland and Russia. The
xenophobic claim by critics at the turn of the nineteenth century condemned Coney Island as the
“dumping ground of the cosmos” whereas the failed urban renewal projects of the 1960s,
squarely places Coney Island as a space that is other and has others (Immerso 4). As a site of
tension between wholesome entertainment and mass culture, forms of high and low culture were
continuously scrutinized and in constant tension with one another. Geographically, Coney Island
was on the outskirts of the more populated areas inland. Attempts to reign in the sideshow with
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legislation against sideshow barkers were reinstated in the middle of the twentieth century. By
the 1970s, crime rates increased, poorly planned urban renewal projects stalled, and many relics
of Coney Island’s past were either demolished or stood in decay like tombstones to a forgotten
paradise. Campaigns such as “Save the Cyclone” became the spark that slowly began another
period of renewal for Coney Island. Historical buildings and landmarks include Deno’s Wonder
Wheel, Nathan’s Famous, the Parachute Jump, and many others in a space that is akin to an
outdoor museum yet the preservation efforts are key to ensure existence outside of time. During
the early 2000s, efforts to literally “Disnefy” Coney Island were met with fervent protests, which
ultimately never happened, but the character of place shifted after the Russian antique and junk
shops along Surf Avenue were bought up and closed down. 2015 marked the first installation of
the Coney Art Walls, a seasonal outdoor museum of street art, curated by Joseph J. Sitt and
Jeffrey Deitch. This outdoor museum combines food vendors and created outdoor seating among
over thirty large murals by leading New York artists who are connected to street culture or
kitsch. New amusement park constructions are named after and simulate famous Coney Island
structures of yesteryear that were destroyed by fire in the early twentieth century or torn down
due to decay such as Luna Park and the Thunderbolt roller coaster. These are reinventions,
reconstructions, or simulations of Coney Island’s heyday and reside alongside American chain
restaurants such as Auntie Anne’s Pretzels. Like the carnivalesque, Coney Island as heterotopia
functions as a means of escape from the everyday by combining aspects of otherness, deviation,
and time heterotopias.
2.7 Dialectic vs Dialogic: The Postmodern Sideshow as the Dialogic
Despite the links of Bakhtin’s carnival and the grotesque to Coney Island and the
sideshow itself, a further exploration of Bakhtin’s dialogic will yield deeper insight into the
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sideshow and its relevance for understanding contemporary aesthetics. As we engage with the
Bakhtinian dialogic, it will be necessary to explore the Hegelian dialectic because both Bakhtin
and Hegel focus on the development of consciousness and the role of art in different ways. The
dialogic is synonymous to Bakhtin as much as the dialectic is synonymous with Hegel. This
intertextual analysis compares and contrasts the development of consciousness, the role of the
Other, the use of time, art, and ethics in addition to their interpretations from other primary
voices such as Emmanuel Levinas, Alexandre Kojève, Katerina Clark and Michael Holquist, as
well as the performer voices of Jennifer Miller, Matt Fraser, and Dick Zigun.
Katerina Clark and Michael Holquist describe dialogism as, “A merry science…of the
other,” because dialogism, “celebrates alterity” (Clark and Holquist 65). Although the sideshow
and its performers have historically been patronized, institutionalized, and marginalized by
society as “other” in a binary and monologic construction, dialogism sees all selves as both self
and other and as existing dialogically. Although Bakhtin did not use the term dialogic
specifically, dialogism relies on relations between self and other. A good example of this lies
within Bakhtin’s analysis of Dostoyevsky’s The Brothers Karamazov in the Problems of
Dostoyevsky’s Poetics, where Bakhtin contends, “Dostoevsky’s novel is dialogic. It is
constructed not as the whole of a single consciousness, absorbing other consciousnesses as
objects into itself, but as a whole formed by the interaction of several consciousnesses, none of
which entirely becomes an object for the other” (18). In contrast, “becoming an object for the
other” is a negation or a sublation and in Hegel, the dialectic partially sublimates into a final
synthesis, the Absolute, or the One. The single consciousness of the author is monologic and
occupies a god-like position of omnipotence. The dialogic novel, on the other hand, allows the
simultaneous existence of several consciousnesses. In the Problem of Dostoevsky’s Poetics,
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Bakhtin’s analysis of Dostoevsky marks a shift from the monologic novel of the omnipotent
author to the novel as an artistic creation of the dialogic. The dialogic is open-ended and all
consciousnesses exist as equally valid. Bakhtin describes Dostoevsky’s dialogic difference as,
“Dostoevsky sought a hero who would be occupied primarily with the task of becoming
conscious, the sort of hero whose life would be concentrated on the pure function of gaining
consciousness of himself and the world” (50). The pursuit of consciousness is the task of the
hero and all other characters within the dialogic. No one character becomes an object for the
other, not even the author. To further explain, monologic authors of novels turn the
consciousness of characters into objects (Bakhtin PDP 68). The characters are defined by
external knowledge from the author and other characters in the novel, which positions the
character or hero as a device solely for moving the plot the along and creates a vertical hierarchy
based on externalizing definitions. This character or hero has little chance to change those
definitions or break beyond their objecthood.
In Bakhtin’s analysis of the dialogic novel, we see a metaphor for how our relations with
other people can be reflected in everyday life. Our analysis of the monologic versus the dialogic
is important to this project because the dialogic allows the representation of multiple voices and
consciousnesses. According to Bakhtin, in order to write from a polyphonic position, the author,
“must to an extraordinary extent, broaden, deepen, and rearrange this consciousness…in order to
accommodate the autonomous consciousnesses of others” (PDP 68). The amount of effort to
switch to a polyphonic mode is substantial. This conscious choice requires an expansion of
thinking to make room for others to exist and this is the dialogic position, which can be applied
to writing and our relations in the world. The author is consciously choosing to relinquish his
power to allow all consciousnesses, even his own, to exist alongside all others.
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The pursuit of consciousness also exists within a Hegelian dialectic but it differs from
Bakthin’s. In Hegel’s Phenomenology of Spirit, the process of sublation or the path to selfconsciousness, depends on negation until totality is achieved. It is in itself for itself. Hegel’s use
of consciousness, time, and art in the Phenomenology of Spirit, first published in 1807, marks a
substantial break from prior philosophical thought because the subject is no longer passive
receptacle and instead, actively and voluntarily transforming over time as a historical being
through specific periods of art. In order to break away from the passivity of the subject, Hegel
had to return to the roots of ancient Greek philosophy. The idea of negation is a learning process
about an object we are trying to know for the conscious mind. The mind progresses from trusting
an immediate sense certainty to a negation of sense certainty with an incorporation of what was
good in it and then results in a perception. The perception is negated while keeping what was
good in it and then adds understanding. The mind learns to use scientific laws to know more
about the inner nature of objects. A further negation of understanding, which also keeps the good
in understanding, finally moves the mind towards full self-consciousness in the totality of reason.
The work of reason or consciousness is not finished until it is concretized in culture through the
stages of art, which Hegel also details in his Introductory Lectures on Aesthetics. The dialectic
depends on synthesis within a unified theory that has an end point whereas the dialogic
emphasizes co-existence with difference.
Alexandre Kojève’s interpretation of Hegel in the Introduction to the Reading of Hegel,
focuses on a different yet connected asymmetrical system, the Lord-Bondsman or Master-Slave
dialectic, which relies on a hierarchy where the slave “modifies his conditions of existence”
through work in order to realize freedom (Kojève 49). The word “slave” appears in some
translations of Hegel but it is important to note that the word ‘bondsman’ is a more accurate
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translation of Hegel’s thought. The word “slave” carries the weight of slavery and the history of
colonialism and this use of language has been utilized in valid critiques of oppression. Hegel’s
use of language describes abstractions, which makes it difficult to discern his exact meaning or
whether he was referring to the social structures in which slavery existed. With Kojève, it is
more complex and difficult to dismiss the language of interpretation especially when a specific
passage states, “…the active abolition of Slavery” (50). Although the Bondsman has the
flexibility to modify the conditions of his existence, Kojève’s Master-Slave dialectic is
hierarchical for the greater good of mankind over time and the Bondsman as Other exists in a
world where the Lords are dominant; the first historical stage on the path to the absolute for
Hegel. A more nuanced analysis reveals, that the Master is unable to “live consciously” and is
only a “catalyst of the History that will be realized, completed, and ‘revealed’ by the Slave or exSlave who has become Citizen” (Kojève 47). Like all binary constructs, the Lord depends on the
Bondsman to reinforce the Lord’s position for continual domination and through recognition.
However, the Lord or Master is actually in service to the freedom of Bondsman or Slave because
the Slave wants “to go beyond what he is and what is, through Action that transforms Nature,
through Action that creates History” (Kojève 47). The Lord desires recognition to maintain his
position whereas the Bondsman desires liberation and transforms his condition through work,
and therefore propels history forward. The Bondsman has the creative potential, unlike the Lord,
yet both desire mutual recognition. Despite the use of language which defines a vertical
hierarchy, Lord-Bondsman or Master-Slave, the Bondsman or Slave creates a superiority to the
Lord or Master because of the possibility of moving towards an ideal that “does not yet exist”
(Kojève 48). In other words, the Bondsman fights or works to understand or to create and this
transformation or the negation of the previous state of Being happens over time because the
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identity of man is non-static and non-eternal (Kojève 48). The modification or negation of the
Bondsman’s existence begins with a mental picture of what his future self could be. Work
realizes consciousness, freedom, and autonomy. Kojève states, “This creative education of Man
by work (Bildung) creates History—i.e. human Time. Work is Time, and that is why it
necessarily exists in Time: it requires time” (Kojève 53). Time is essential for transformation and
time is History as a dialectic. Nothingness as in “an ideal that does not yet exist” is labeled as “(a
‘project’)” in Kojève’s translation. Clark and Holquist use the word “project” in reference to the
development of human consciousness over time when they write, “The acting out of human
projects turns the desert of space into a garden of time” (75). Time is a key concept for
transformation. Bakhtin’s chronotope is a necessary and constant aspect of change because all
experiences occur in both time and space. The chronotope, in ancient times, according to
Bakhtin, is the public square, whose time and place were also key to carnival celebrations.
Bakhtin explains, “the autobiographical and biographical self-consciousness of an individual and
his life was first laid bare and shaped in the public square” (DI Kindle Location 1942). In the
public square, one encounters several others, which creates a larger space of co-authoring. In the
Hegelian dialectic, a new epoch forms from the opposing forces of thesis and antithesis and
results in synthesis over time. The new epoch captures the spirit of the time or Zeitgeist and Geist
is another word for Spirit or the Absolute. The Hegelian dialectic in the Phenomenology of Spirit
is the progression towards the Absolute or Spirit where the process of thesis, antithesis, and
synthesis 21 repeats itself until the development of human consciousness is attained in the
Absolute or Spirit. Bakhtin shares the Kantian belief in the relation between mind and world and
includes the organizing categories of time and space (Clark and Holquist 77). Kant dehistoricizes
time unlike Hegel who sees time as active where history, everything, happens over time. For
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Bakhtin, the self is unfinalizable, so it is endless and there is no end point as there is with the
closure of a Hegelian dialectic. Bakhtinian unfinalizability is open and not determined to end by
a specific point within a system. Bakhtin emphasizes coexistence and interaction as opposed to
evolution (Bakhtin PDP 68). It is a process of freedom and self-consciousness that depends on
other consciousnesses in a different way, even if a the dialogic and the dialectic share in different
views of how consciousness is achieved. I believe that the achievement of consciousness in the
dialogic is more immediate and accessible as opposed to a dialectic which synthesizes through
time over historical epochs. The openness of the dialogic to others includes coexistence and
coauthoring, which can happen in the present and is unfinalizable.
In opposition to a Hegelian dialectic, Michael Holquist illustrates, “In dialogism, the very
capacity to have a consciousness is based on otherness. This otherness is not dialectical
alienation on its way to a sublation that will endow it with a unifying identity in higher
consciousness. On the contrary: in dialogism consciousness is otherness” (Holquist 18).
According to Holquist, a negation or sublation to a higher consciousness in Hegel is monologic
in comparison to Bakhtin’s dialogism and it is a vertical hierarchy, as are the attempts to
transform the sideshow into an inoffensive form of popular culture. Dialogism allows all others
to exist as does the postmodern sideshow without alienation. The Lord as catalyst seems to be
left in a state of unconscious being in order to help realize both consciousness and History in the
Bondsman. Even if the lord and the bondsman fight to a symbolic death, there is no sublation in
the Bakhtinian dialogic. However, the position of the Lord in Kojève’s interpretation of Hegel is
most parallel to the position of the hero in the polyphonic or dialogic novel. In Bakhtin’s analysis
of Dostoevsky’s novels, the hero’s goal is to become conscious of both himself and the world
around him, which does share a similar sentiment in the dialectic. For example, Kojève tell us,
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“As for the goal of History—it is Wissen, Knowledge of the self—that is, Philosophy (which
finally becomes Wisdom). Man creates an historical World only in order to know what this
World is and thus to understand himself in it” (162). Knowledge of the self is consciousness and
a greater understanding of the self in the world around him arrives at the Absolute.
Alexandre Kojève emphasizes, “Without the terror and dread inspired by the Master—
man would never be Slave and consequently could not attain the final perfection (Kojève 23).
The master-slave is dialectical, not dialogical, and yet predicated on an intersubjective
relationship. Hegel sees the development of the world spirit, the Absolute, or self-consciousness
as stages of art in culture through history. Within the larger consideration of the Hegelian
dialectic, Spirit also occupies the role of the ‘other.’ The Absolute, Geist, Spirit, or Totality is the
goal and this represents a higher consciousness as if it were its own entity and as the
development of Spirit is initiated by the conscious actions of human beings. An achievement of
the Absolute is optimistic in Hegel’s Phenomenology of Spirit because it is a theory of
unification, which attempts to take the positive in each stage to achieve the ultimate
consciousness. The role of ‘other’ in the dialectic refers both to the individual development of
consciousness and the Absolute as a global development of consciousness in the system. Clark
and Holquist further distinguish the dialogical and the dialectical by noting, “the artistically
organized coexistence and interaction of spiritual diversity, not stages of an evolving unified
spirit” in Bakhtin’s analysis of Dostoyevsky’s special use of time and space in his novels (241).
Within a single moment, there are multiple voices all on equal footing within the same horizontal
plane, not the verticality of dialectics. Bakhtin claims that the hero in Dostoevsky knows, “...that
he has the final word, and he seeks at whatever cost to retain for himself this final word about
himself, the word of his self-consciousness, in order to become in it that which he is not. His
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consciousness of self lives by its unfinalizability, by it unclosedness and its indeterminacy”
(PDP 53). The determination for transformation is shared but in the dialogic, the hero is not
determined by secondhand finalizing definitions from the author or other characters that either he
is unaware of or he has no control over. Rather, only the hero can freely reveal his consciousness
as do all of the other characters in “a free act of self-consciousness and discourse” (Bakhtin 58).
The development of consciousness exists in the moment and continues forth free and
undetermined. Instead of millennia for the development of consciousness or a unified spirit, a
single time and place provide an opportunity for both self and other to exchange “the gift of a
perceptible self [selves]” (Clark and Holquist 79). The Hegelian Absolute also assumes a growth
towards a unity and the existence of perfection whereas the dialogic depends on a diversity of
consciousnesses for perpetual growth and communication over time, unsystematically. The
dialectic is an asymmetrical power structure that is ultimately for the betterment of mankind.
The asymmetry of the Absolute reaches a different apex in Emmanuel Levinas’s Entre
Nous. Levinas insists, “a voice commands: an order addressed to me, not to remain indifferent to
that death…an order to answer for the life of the other man, at the risk of becoming an
accomplice to that death” (169). In an ethical turn, Levinas emphasizes that we are responsible to
the other and this responsibility is without reciprocity, which is the basis for its asymmetry. The
other places a demand upon us in the form of the call of the other and it goes beyond mere
recognition. Levinas asserts, “Dialectic is not a dialogue with the Other, or at least it remains a
‘dialogue of the soul with itself’” (162). In other words, the dialectic concerns itself with itself in
the pursuit of self-consciousness where responsibility for and communication with the Other
from an ethical standpoint is irrelevant because of the existence of the Master. Levinas, like
Bakhtin, acknowledges the responsibility and the importance of the other for the creation of a
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more understanding humanity. At the same time, without the Lord, there is no catalyst for the
Bondsman to move towards consciousness but it is fundamentally a struggle that is not without
precedent in human history. Certainly, Marx knew this all too well. Bakhtin refers to this history
when he claims, “It is important here to emphasize that the major emotional thrust of all
Dostoevsky’s work, in its form as well as its content, is the struggle against the reification of
man, of human relations, of all human values under the conditions of capitalism” (PDP 62).
Reification devalues man and the relations between others to a mere use-value and it disposes
with the humanity of relations in favor of profits and power as a subversion of consciousness.
Capitalism favors service to the self for those in a position of power and profit as opposed to
service to another in an ethical consideration. Furthermore, the idea of service to another also
exists in Kojève’s interpretation of Hegel. Kojève points out, “But—still thanks to the Master—
the Slave has another advantage, conditioned by the fact that he works and that he works in
service (Dienst) of another, that he serves another by working. To work for another is to act
contrary to the instincts that drive man to satisfy his own needs” (48). The asymmetry between
the Master and Slave is for the education of man or human beings over time whereas Levinas’s
non-reciprocal call of the other points more to an immediate call to action to halt any loss of
human life. In both Kojève and Levinas, one’s own needs are set aside but they are set aside for
different reasons. Additionally, Levinas’s work is in response to the horrors of the Holocaust and
if the history since the Holocaust is any indication, it is clear that the education of human beings
towards a higher ideal must continue. The Slave ensures his own survival by serving the Master
and everyone must ensure the survival of the other by answering their call.
Bakhtin sees discourse as an action in the architectonics of answerability or in other
words, in Bakhtin’s treatise on ethics, our responsibility to answer or respond to the other is
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unavoidable as long as there is life. Bakhtin claims, “Everything must make itself felt as
discourse about someone actually present, as the word of a ‘second’ and not of a ‘third’ person”
(64). This relation that exists in the discourse of the dialogic novel as a creative act also exists in
the discourse between two living beings. Two people communicate and Bakhtin “insisted that art
is oriented toward communication” (Bakhtin RHW viii). Monologic novels, for example, rely on
the author as a third person or on other characters who talk about the hero in third person when
the hero is not present or aware. This is what Bakhtin means when he refers to finalized
definitions and the reification of man. Levinas sees the call of the other as a call to action. In an
ethical connection, the asymmetry of the unreciprocated call of the other does depend on what
Bakhtin calls transgredience or extralocality. In order to respond to Levinas’ call of the other,
one has to see someone’s suffering from both inside and outside. A surplus of seeing allows one
to see what the other cannot, return to the self, and followed by action to the help the other.
Bakhtin points out, “As we gaze at each other, two different worlds are reflected in the pupils or
our eyes” (AA 23). The transgredience of this encounter acknowledges each individual position
as well as the larger vantage point seen from an outside position. Empathy allows the seeing
from another vantage point and is one of the essential ways to contemplate another individual
(TPA 14). Clark & Holquist add, “Responsibility is conceived as the action of responding to the
world’s need, and is accomplished through the activity of the self’s responding to its own need
for an other” (77). This co-authoring perpetuates an ethics of humanity that incorporates the self
and where the Other is always crucial.
The relationship between the self and other is crucial in the co-authoring or co-creating,
which is also known as Bakhtin’s answerability or addressivity. This is essentially a treatise on
ethics based on the communication between consciousnesses. Clark and Holquist illustrate, “As
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the world needs my alterity to give it meaning, I need the authority of others to define, or author,
my self. The other is in the deepest sense my friend, because, it is only from the other that I can
get my self” (65). The self as a consciousness, answers another’s consciousness just as the other
answers or responds to me. In dialogic relations, “As long as a person is alive he lives by the fact
that he is not yet finalized, that he has not yet uttered his ultimate word” (Bakhtin PDP 59). The
presence of the other in discourse creates freedom through unfinalizability and nonobjectification. In other words, as Clark and Holquist explain, “At this primitive level, the
capacity to react to, or interact with, the environment is the test of life, much as when a person
fails to respond to any stimuli, that person is said to show no ‘signs of life’ and is pronounced
dead” (66). To bluntly explain, unless one is dead, avoidance of answerability is impossible
because all living entities, even single celled organisms respond to their environments or there is
“no alibi for being” (Clark and Holquist 67). There is a range of possible interactions and any
one of those possible interactions is a person’s answerability. However, only humans participate
in authorship.
In this relation, time and place are important because each consciousness occupies a
unique place in space and time. One must answer the other and vice versa in a crucial relation of
communication and co-authoring. This is a continual process, an active state that becomes an
event, and a dialogic existence is comprised of events. Bakthin thinks of an event as an ethical
activity or a deed in the making because it takes into consideration both time and co-authoring.
The end result is not as important as the “deed (postupok) in the making” (Clark and Holquist
63). Ethical activity or deeds have many variations such as physical actions, thoughts, utterances,
written text, or artistic activity. Clark and Holquist summarize, “Utterance occurs not only in
words or texts but also in thoughts and deeds” (64). All of these forms are forms of
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communication between self and other relations and all creations from an artistic standpoint
according to Bakhtin.
In Bakhtin’s concept of the chronotope, as mentioned earlier, all experiences occur in
both time and space, where change is both constant and essential. The law of placement in
dialogism or answerability, acknowledges that each person, from their own unique place in
physical space, can see what is behind the other, and each person brings a unique perspective
based on their position in world or in other words, the same event is different for both people
(Holquist 21-22). As Einstein articulated that the observance of phenomena depended on the
frame of reference or position of the observer in the concept of simultaneity, Bakhtin emphasizes
that the simultaneity of consciousness determines meaning. In simultaneity, sight becomes the
most important sense because how we see the world contributes to the authoring of another self
by filling in the blind spot or gap. More than theory, a surplus of seeing facilitates
communication and active listening to allow the self to empathize with another and return to the
self. In practice, the self returns and communicates what the other is unable to see in an act of cocreation and vice versa. Clark and Holquist explain, “Bakhtin argues that to be conscious means
to see something…so the problem of cognizing the self is solved by learning how to visualize
myself” (71). The law of placement only allows the self to see behind the other and not behind
self. However, both of these perspectives are crucial to constitute the self. Seeing becomes an
ethical act where the self can empathize and the see the world through the eyes of another but the
self must return to itself in order to contribute, help, or co-author. The position of being both
inside and outside is Bakhtin’s “transgredience” or “extralocality” and it is dependent on the
“surplus of seeing” (Clark and Holquist 79). Outsidedness is seen as positive when viewed
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through a Bakhtinian lens because it presents a surplus of seeing and the sideshow has always
been “outside”.
The sideshow or the freak show has always been a performance, but Bakhtin sees life as a
performance in itself. Clark and Holquist explain:
The Architectonics looms large in Bakhtin’s later work because of its emphasis on
action, movement, energy, and performance. Life as an event presumes selves
that are performers. To be successful, the relation between me and the other must
be shaped into a coherent performance, and thus the architectonic activity of
authorship, which is the building of a text, parallels the activity of human
existence, which is the building of a self. (64)
Architectonics organizes communicative relations and encapsulates the variety of deeds
that may form an aesthetic event. Self and other are performers in the aesthetic event and the use
of the word “aesthetic” defines co-authoring as a creative act. Communication is key and
Bakhtin sees language as distinct from words. In the dialogic Bakhtin theorizes that language is
based on context and cannot be reduced to a system because meaning depends on context and the
unique perspective of the other. Linguists, on the hand, focus on the words themselves,
monologic stable rules, and ignore contextual variables such as age, social aspects, rank, or
whether the words were spoken privately or publicly. According to Bakhtin, communication or
discourse is an action. Both the self and the other participate in the building or the creation of the
self in which both consciousnesses become actors within a coherent performance. The act of cocreation extends beyond our conception of stage or film actors. In an earlier section, we have
seen how Russo asserted that the freak show relies on distance and distinction between actors
and spectators as opposed to carnivalesque intermingling of bodies, but she overlooks the
potential of the dialogic between the postmodern sideshow performer and a spectator.
In Deborah Haynes analysis of the actor in Bakhtin’s Art & Answerability, she claims,
“The actor could be aesthetically creative only when that person is a ‘co-author, a stage director,
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and an active spectator of the portrayed hero and of the whole play’” (Haynes 96). The genre of
the postmodern sideshow is a variation of performance art and allows the potential to co-author
and co-create. Haynes affirms, “This, of course, is precisely what has happened in some
performance art since the 1960s” (Haynes 96). In the sideshow, spectators will often participate
on stage alongside the performer. The presence of the spectator in the theatre establishes a base
level of openness to communication in the act of co-creation and it occurs in both time and
space.
In the Problems of Dostoevsky’s Poetics, Bakhtin refers to a “group of artistic-speech
phenomena” that includes, “stylization, parody, skaz, and dialogue (compositionally expressed
dialogue, broken down into rejoinders)” (Bakhtin 185). Beyond the physical act of the
performance, the performer’s stylized patter, or artistic dialogue, is not only an artistic creation
in itself; it is also meant to create a double-sided discourse between the performer and the
spectator. Performers and spectators actively listen and respond to one another during the
performance. The level of response and participation not only indicates a successful performance
but also indicates the depth of the connection and the interrelationship between the performer
and the spectator. Importantly, not all sideshow performances participate in the dialogic. For
example, in Circus & Carnival Ballyhoo, Al Stencell, former Canadian circus owner and
historian, makes a distinction between sideshows that contain magic and some of the modern
primitive sideshows, involving body piercings as performance, and points out, “At the latter, the
primitives cut themselves on broken bottles and are surprised when people walk out. They miss
the whole point: the main focus has to be to make it entertaining” (356). There is an art to the
sideshow performance. In the sideshow, there are working acts, such as sword swallowers or
fireeaters, and people born with congenital conditions. Nonetheless, in examples of the dialogic
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in the postmodern sideshow, Jennifer Miller (see fig. 10), a LGBTQ activist, feminist, cofounder
of Circus Amok, and a bearded lady, began performing with the Coney Island Circus Sideshow.
Miller asserts, “In my act [over the years], I would turn stereotypes inside out. People would
come in expecting one thing and would leave full of another set of questions” (Maloney). The
impact of Miller’s performance leaves spectators with a modified worldview.

Fig. 10. Jennifer Miller, LGBTQ activist, bearded lady, and cofounder of Circus Amok (Photo: Karl Giant/Forward)

Another sideshow performer and actor, most recognized for his recent role in American
Horror Story’s: Freakshow, Matt Fraser (see fig. 11), has actively defended the sideshow and
those who chose to perform both past and present. Fraser also performed with Coney Island
Circus Sideshow earlier in his career. In a 2015 performance at the Yale School of Art’s
Sideshow exhibition, he confirms how society left few, if any options, to not only make a living,
but to also have a sense of independence and freedom. Fraser’s story presents an opportunity to
think about Matt’s world and the world that society designates as “other” in a new way. Here,
ethics and aesthetics meet and share in the simultaneous but different space of self and other,
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performer and spectator, artist and audience. Performers speak about their own life experiences,
which parody the paradoxes that they confront in real life outside of the elevated platform and
performance space. Adams explains, the elevated platform of issues includes, “debates about
race and empire, immigration, relations among sexes, taste, and community standards of
decency” (Adams 2). It is worth noting that the popularity and existence of the postmodern
sideshow is also condemned. Rosemarie Garland-Thomson, in Extraordinary Bodies: Figuring
Physical Disability in American Culture & Literature, in 1997 argues, “Today the notion of a
freak show that displays the bodies of disabled people for profit and public entertainment is both
repugnant and anachronistic, rejected but nevertheless recent and compelling in memory” (58).
In contrast, Zigun asserts, “Any analysis of exploitation in the freak show must be made on a
case-by-case basis, condemning all freak shows as categorically ‘bad’ or ‘exploitative’ is
‘throwing out the baby with the bathwater’” (Chemers 119). In the United States, “normal” is
defined by a white, Protestant, able-bodied, self-sufficient, male. Fraser’s own research on the
“historical freaks” before him, such as “Seal-O the Seal Boy,” details the many challenges they
faced, and his own physicality is integral to his performance, where he openly challenges
audiences’ preconceptions and judgments. The postmodern sideshow is a place where the
formerly silenced in society has a voice, present the unsayable, and as performance artists, “give
birth to a new way of thinking about the world” (Haynes 173). In the dialogic, Bakhtin
acknowledges this possibility when he asserts, “the idea that man is not a final and defined
quantity upon which firm calculations can be made; man is free and can therefore violate any
regulating norms which might be thrust upon him” (PDP 59). This reinvention of
intersubjectivity has the potential to dismantle the monologic narratives of normality. From a
historical standpoint, the firm calculations refer to eternal Platonic Ideas and the systems that
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define the norms based solely on calculation and measure within any given society. Calculation
and measure provide finalizing definitions that are inescapable unless the system is redefined.
But even if the system is redefined, calculation and measure remove a sense of agency and
communication that accompanies the dialogic. Carnival celebrations reverse the hierarchies of
daily life during the Renaissance and allow a metamorphosis for renewal and rebirth. If passivity
does not exist in carnival or in the dialogic, since everyone is carnival and there is no alibi for
being as long as we are alive, I assert that carnival is an aspect of the dialogic. In opposition to
‘official’ culture, carnival temporarily creates a different world and the imaginative world
expresses “people’s hopes of a happier future” (Clark and Holquist 301). Their hope does not die
with the end of carnival. Their hope lives on and is further expressed in dialogue with the other.
Potentiality is not a guarantee for change but carnival provides a gap, an opening, “in the fabric
of society” to allow a freedom of polyphony (Clark and Holquist 301). A different world and
hierarchy are given possibility. Our “public square,” the one previously central to carnival, may
have changed to contemporary and virtual versions far removed from its historical origins but the
dialogic depends on participation and interaction for co-authoring within a chronotope. In further
consideration of the postmodern sideshow as dialogic, limiting the definition of a performer to
the grotesque or carnival, relies on a visual finalizing of the other and the body. To only see a
body or a performance solely as the grotesque without any potential connection to the dialogic,
not only limits their worth as objectified being, but it also predetermines and finalizes both the
self and other through monologic, secondhand definitions. This stance lacks empathy,
potentiality, and perpetuates a myth of wholeness as well as a vertical hierarchy where the other
is less than. The dialogic transforms the stagnant echo chamber into a place where many
worldviews can exist simultaneously. Beyond the grotesque as both a literary device and a
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description, there are living, speaking, and listening human beings present. According to
Bakhtin, the word is a two-sided act where speakers listen and listeners speak. The renewal and
rebirth that is present in the grotesque can be extended through the dialogic for both self and
other in the creative act or co-authoring.

Fig. 11. Matt Fraser, American Horror Story: Freakshow (Photo Credit: Michele K. Short/FX).

In Toward a Philosophy of the Act, Bakhtin describes, “For my entire life as a whole can
be considered a single complex act or deed that I perform: I act, i.e., perform acts, with my
whole life, and every particular act and lived-experience is a constituent moment of my life—of
the continuous performing of acts [postuplenie]” (3). Bakhtin suggests that we are all performers
and participants. The face-to-face encounter between the performer and active participants shifts
away from the stagnation of thought and allows a surplus of seeing other worldviews. Artistic
creations include physical actions, thoughts, utterances, written texts, or artistic activities. When
these acts are coupled with empathy in the dialogic, we expand into an ethics of communication,
understanding, and more self-to-other responsibility. Our consciousnesses constantly create and
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co-author. As long as we engage, we give possibilities for others to exist as well as ourselves,
and even when we find it in the unexpected creative acts of the postmodern sideshow.
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CHAPTER THREE
Monologic Tyranny of Normality: You’re A Freak!
“I sure could use a vacation from this
Bullshit three ring circus sideshow of freaks” —Tool, "Ænema"
“They say freak,
When you're singled out,
The red,
Well it filters through.
—Chevelle, “The Red”
3.1 Introduction
What is normal? Who has the power to define normality? And lastly, how does normality
create categories of abnormality, otherness, deviance, or freaks? In this chapter, it is my
contention that the status of the freak in American society parallels the shifting philosophical and
linguistic theories and social practices through a genealogical study of popular books on the
analysis of freaks from the nineteenth century through the twenty-first century. Outside of
mainstream America, the sideshow occupies a space of otherness, of non-normativity. The
postmodern revival of the sideshow and its critique of normality reveal the monological
constructions that reign over all of us, especially those who are labeled as Other. I contend that
the postmodern sideshow contributes to the awareness and erosion of the boundaries of
normality. As authors with agency, the distribution of their voices in media marks a hermeneutic
shift from “scholarly outsiders” to the voices of those “alive on the inside,” rooted in first-hand
experiences and as experts in the genre of sideshow. This analysis includes an important
examination of the historical origin and use of the word “freak” as well as the influence of the
circus and sideshow to both the Happenings and Intermedia movements at the conception of a
new genre of art in the 1960s; performance art.

115
Whereas, normal is dead for some people, the myth of normality is fiercely defended and
remains as a means for calculation and measure. Challenges to the myth of normality in the
United States are more prevalent than ever and this is due to the assistance of media. This is not
to say that all media is a categorically “bad” by any means, but it has become increasingly more
difficult to discern reality or truth in media in addition to the problematic habit of excessively
checking our screens and devices for media updates. Media is the most efficient way to spread a
message instantaneously. At the same time, media consumption and participation shifts our
conception of “human exhibition” as a result of selfie culture, YouTube stars, and the dissolution
of boundaries between work and life, which adds further complexity to discussions of selfexpression, objectification, and ethics in media. Historically, human exhibition has been mostly
associated with the sideshow as entertainment in the United States. Now, the aesthetics of the
sideshow proliferates in the media and as a highly profitable formula.
The aesthetics of sideshow is codified in language and distributed in media. Staging
Stigma author Michael Chemers acknowledges this little disputed observation, “Here we find the
reality show, the talk show, and the telethon, all perniciously reinforcing nostalgic codes of
tyrannical normality and all with theatrical roots found in the nineteenth century freak show”
(Chemers 130). These norms shape our perspectives and policies, while reinforcing the subjectobject divide. Where are we now with our smart phones, three-second news cycle, and 24/7
access to a network of information via multiple devices? Beyond the implication that society is
just as exploitive as its nineteenth century counterparts, we will further explore the concept of
normality and what conditions or systems create these binary constructions through the lens of
Michel Foucault. Psychoanalysis, African-American Studies, Gender Studies, Disability Studies,
and Post-Structuralism all influence the study of the self-other dichotomy in light of the
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sideshow. I will also examine specific societal behaviors and policies that have affected
sideshow performers and show people through Jacques Lacan, Laura Mulvey, Franco ‘Bifo'
Berardi, and Jonathan Crary, as a genealogy of power from the time of Barnum until the present
day.
Many of these constructions are part of a larger ideological system that may not always
be apparent but the mechanisms of these systems will become clearer once we examine the
power structures beyond the subject-object divide. Rachel Adams reminds us, “It is an important
historical lesson to recognize that freaks were not always understood as the flip side of
normality” (9). Abnormality, as the flip side of normality, became part of an embedded societal
duality and freaks became one of its negatives; a constructed opposition to normal. Language
itself, is the underlying structure and commonality beneath all of the ideologies of normality
regardless of the type of power structure.
As a reminder, in the previous chapter, several sideshow performers, showmen, and show
people comment on the societal conditions that gave them few options over their own choices in
addition to the history of those performers whose bodily agency was appropriated. As we
learned, each determination must be made on a case-by-case basis, because the stories are as
varied as the people they represent. Today, the postmodern sideshow displays a level of
unprecedented agency and societal critique through the use of entertainment and the historical
format of the sideshow to reach new audiences.
By exposing the history of monological systems where only one side can ever be “right”
or “normal,” we are better able to recognize the importance of intersubjectivity and co-authoring,
for people labeled as Others and for all of us. But it is also important to recognize the Other
within ourselves and not just those labeled as Others because of Bakhtin’s dialogism. “The threat

117
to a genuine relation to others comes in fetishizing the other as much as it does in glorifying the
Ego,” claims Richard Kearney, and continues, “Both extremes undermine our practical
understanding of ourselves-as-others. For each ignores that strangers are both within us and
beyond us (229). Kearney calls for a greater understanding of different kinds of selves and
different kinds of others, which he calls a “diacritical hermeneutics of discernment” based on
dialogue instead of monological or binary constructs. Dialogue allows us to discern beyond the
dominance of a single group or idea and embraces a multiplicity of selves and interpretations.
Kearney’s statements are in line with Bakhtin’s notions of self and other, which were discussed
in Chapter 2. Fetishizing the other creates a finalized definition of the other as monologic and
objectified. However, our 24/7 digital networks of hypermedia are negatively affecting our
humanity by reducing opportunities for the dialogic and intersubjective relations. The
implication of a constant network consumes our time, our sleep, and the ability to communicate
with discernment and openness. This fuels anxiety and anger in opposition to the dialogic. The
semiocapitalism of the Postmodern era has given way to the seemingly inexhaustible and
inescapable network of the posthuman in the infosphere. Media and our devices has created the
ultimate “Borg colony” and despite the cliché phrase of Trekkie fans, “resistance is [truly]
futile.”

3.2 Categories of Exclusion
In the previous chapter, I discussed Kojève’s interpretation of Hegel and the Lord
Bondsman dialectic in relation to Bakhtin’s dialogism. In Sideshow U.S.A., Adams states, “Race,
gender and disability are three of the marked categories that emerge repeatedly…for these are the
primary terms used to discriminated among individuals in American culture” (Adams 16).
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Although these three categories are in reference to the Adam’s discussion of the sideshow, they
affect all of us. The sideshow is just a microcosm of the United States with a wider range of
diverse people who are more accepted in the sideshow than in the United States as a whole. A
brief reflection upon race, gender, and ability in relation to the sideshow will serve as a starting
point for a discussion of subjectivity and the larger power structures as a way to demonstrate
their current and continued relevance.
Frantz Fanon, in Black Skin, White Masks, claims, “By analyzing it we aim to destroy it”
(xvi). His analysis of the effects of racism on the psyche created by colonialism references the
“zone of nonbeing” as the space where people of color are designated as “Other.” In the same
degree, Laura Mulvey in the essay “Visual Pleasure and Narrative Cinema,” analyzes the
voyeuristic-scopophilic look of the camera in film that fetishizes women to dismantle its power.
She asserts, “There is no doubt that this destroys the satisfaction, pleasure, and privilege of the
‘invisible guest,’ and highlights how film has depended on voyeuristic active/passive
mechanism” (Harrison et al 988-989). Although Fanon and Mulvey speak of different contexts,
both speak of objectification. Fanon goes on further, “To be ‘the Other’ is to always feel in an
uncomfortable position, to be on one’s guard, to be prepared to be rejected and… unconsciously
do everything that’s needed to bring about the anticipated catastrophe” (57). When we reflect
upon race relations in 2017 and the current events of the past few years, Fanon’s work is just as
relevant today as it was in 1952. Racism is an ideological construction built upon false narratives
and distributed through institutions. Even with the progress that has been made with race
relations in the United States, we still have a long way to go. In the history of the sideshow, it is
important to acknowledge the inherent racism of the past and especially with minstrel shows in
the nineteenth century. Adams adds, “In a climate of move over racism, dark skin was enough to
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secure a position as a wild African savage, a sideshow staple until at least the middle of the
twentieth century” (12). She continues, “However, racial freaks are taboo on the programs of
contemporary freak shows such as the Jim Rose Circus, the Bindlestiff Family Cirkus, and
Coney Island Circus Side Show” (12). Due to the association of the freak show with its
exploitive past with prominent examples such as Joice Heth, an African-American slave who
was sold to P.T. Barnum, the stigma of the freak show has been difficult to escape since many
are unaware of the differences between the freak shows at the turn of the century and their
postmodern counterparts or its performative offshoots. To be fair to the audience, the
performance is based on a historical structure but the content has fluctuated over time (Adams
12).
For the purposes of this discussion, I advance that Fanon, among others who will be
discussed in this chapter, and like the performers in the postmodern sideshow, are trying to get us
to think, to question, and examine our “norms” with a critical eye. At the end of Black Skin,
White Masks, Fanon implores, “O my body, always make me a man who questions!” (206).
Questioning and thinking has become increasingly more difficult in our media networked brains
and bodies and as we become more distracted, the ability to question and to think has become
even more detrimental to our survival and care for humankind.
In an examination of gender, Judith Butler’s Gender Trouble is the founding text on
queer theory and claims that gender is performative through stylization of the body (2). Gender
ideals are based on a binary construct with strict definitions of male and female. The problem
with binary constructions of gender, or any binary construction, is significant because it defines
who is human, and who is not, what is correct, and what is not, and therefore who is worthy of
respect and life. The “zone of nonbeing” is not the mark of an intelligible human. This label
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somehow grants permission to do the worst harm to fellow humans and in fact, the only way to
commit such an atrocity is to make someone less than human. Gender identity, gender
expression, and sexual identity demonstrate the range of possibilities that have begun to erode
the strict binaries of female and male. Although freak shows of the past have always toyed with
gender boundaries, I contend that contemporary freak shows have contributed to the erosion of
these strict definitions. Adams points out, “Drawing connections between the transgendered
bodies and queer identities of their performers, these troupes specialize in granting visibility to
sexual and gender perversions that would have been unthinkable in the past” (12). When we
reflect upon the history of world wars at the beginning of the twentieth century, the moment a
person or a group is labeled as vermin or animal, they are punishable and extinguishable.
Subsequent genocides in the world remind us that we have not yet learned from our history.
Rosemarie Garland Thomson, Extraordinary Bodies: Figuring Disability in American
Culture and Literature, asserts, “I intend to counter the accepted notions of physical disability as
an absolute, inferior state and a personal misfortune. Instead, I show that disability is a
representation, a cultural interpretation of physical transformation or configuration, and a
comparison of bodies that structures social relations and institutions” (Garland Thomson 6). Her
analysis of American literature and the freakshow, from the point of view of a disability activist,
lays bare the flawed logic of bodily “otherness” and societal contradictions. She reminds us of a
fact that few are willing to acknowledge, that everyone, if they live long enough, will eventually
be disabled due to the aging process. Even more so, many of us are already unwilling to
acknowledge our disabilities, such as wearing prescription glasses. The American dream, which
still holds weight in the world, says that if you work hard, you will be rewarded. This protestant
work ethic values independence and productivity when it comes to ability in accepted societal
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forms. Moral worth equates to productive work and idleness with depravity in the United States
(Garland Thomson 47). Equating morality with productivity also narrowly defines what is and is
not considered productive work and connects to a Kantian version of the morally “good” as well
as a protestant work ethic.
There are a variety of linguistic variations that define the general category of normal.
Normal, norm, normative, and normate,22 are words to describe this general category and all
define a binary construct in which anyone or anything that does not neatly fit into these
categories is defined as other. Norms reflect ideals and define what is acceptable and what is not.
The consequences of these categories range from the mundane to a loss of rights and even life.
Social attitudes may guide behavior, language, media, and inform institutional policies and laws.
Institutions have a further range of power that is distributed among various systems and networks
to include law, medicine, education, government, religion, and education. For the purposes of
this discussion, I will first refer to social norms.
Norms define a set of ideals or averages in any given society. The Merriam Webster
dictionary defines norm as “a set standard of development or achievement usually derived from
the average or median achievement of a large group, a pattern or trait taken to be typical in the
behavior of a social group, or a widespread or usual practice, procedure, or custom” (merriamwebster.com). When referring to an individual pattern of behavior for a certain task, one might
claim, “I normally do it this way.” In consideration of social groups and customs, certain holiday
celebrations may entail specific rituals and practices. Institutional polices of government,
education, or justice follow a series of procedures for organization and implementation of
specific functions, and so on. Norms can guide, help create goals, set expectations, or provide
community. These ideals may shift over time and they inform our notions of beauty, ability,
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behavior, and freedoms. At their worst, sometimes these norms become instruments for
oppression through exclusionary practices that erase agency, and create a vertical hierarchy that
labels people as less than human. As history has shown us, this has led to the death of millions of
people. There is little space between ideals and ideology. It is fine line that often results in a
monological construct where ideologies coerce us into believing a singular “truth.” Ultimately,
ideologies and ideals all relate to a power structure that must be protected at all costs.
Throughout this chapter, I aim to reveal these complexities in an attempt to erase the stigma of
the postmodern sideshow and to provide a more open lens to view the sideshow and its aesthetics
as well as forms of power, both productive and coercive of societal norms.
Butler uses the word “normative” to describe normal. She tells us, “Normative is a word
used mainly to describe the mundane violence performed by certain kinds of gender ideals and
also pertains to ethical justification, how it is established, and what concrete consequences
proceed there for an inquiry into its conditions of possibility instead of gender as mere artifice,
plague, falsehood, and delusion” (Butler 2). Clothing, adornment, and affect all contribute to an
individual’s performance of gender. Butler explains, “Gender norms establish what will and will
not be intelligibly human, what will and will not be considered to be real, they establish the
ontological field in which bodies may be given legitimate expression” (2). Monique Wittig
defines normal by gender when she asserts, “For the masculine is not masculine, but The
general” (Butler 27). “The general” as masculine is coercive, presents itself at an early age, and
is insidiously reinforced in language and media. For example, when writing the words “male and
female,” how often is “male” written first before “female” without a conscious effort to reverse
the pair? What gender image does one think of for astronauts, engineers, etc.? This “generality”
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has been slow to change and it is evident as we look at the gender make-up of American political
systems and corporate entities.
Garland Thomson asserts, “Norm is a uniquely modern concept–coercive and punitive –
social attitudes and institutions” (39). These institutions refer to medicine, education,
government, and criminal justice as institutions that guide and shape social behaviors and
perceptions. Her point of view stems from the historical lack of support, equal access, and
oppression of people with disabilities. Evidence of norms dates back to antiquity where Plato’s
theory of forms set up a vertical hierarchy in which an Idea, was the purest expression. Aristotle
defines the rules for a plot and the plot excludes anomalies (Butler 33). The emphasis on purity is
a troubled notion that either needs to be cleansed, quarantined, or eliminated. Binary systems
help to easily classify, even as a system allows for a range of variety. However, there are
instances where the categorical divisions can create exclusionary practices that have a negative
impact. Garland Thomson uses the term “normate” to describe, “the composite identity position
held by those unmarked by stigmatized identifiers of disability (or race or gender for that
matter)” based on standards of beauty such as “independence, fitness, competence, and
normalcy” (Garland Thomson 7). The stain of impurity creates an illusion of otherness that
seems to differ from the normate. However, as Garland Thomson contends, the “Normate subject
is illusory and ideological” (Garland Thomson 32). In a discussion of Bakhtin, she acknowledges
the importance of Bakhtin’s work and the “right to be other in this world” as opposed to ignored
(38). According to Foucault, the pathologization of the body defines what qualities create an
anomalous body and regulates what that body can and cannot do. Institutions measure and
classify categories of knowledge and the body, which results in a regulation of the body and the
formation of standards of normality and deviance. From the viewpoint of disability studies,
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America’s medical model pathologies disability” and “pathologized difference is fraught with
assumptions of deviance, patronizing relationships, and issues of control” (Garland Thomson
37). Pathologized difference was often synonymous with a loss of agency in both intellectual and
physical capabilities of the individual. These genealogies of normality create hierarchies that
define subjectivity, self and other relations and power structures. Foucault has shown that
normality shifts over time. For instance, the creation of the word “freak” and its shifting value in
language is reflective of shifts in social attitudes that range from solidarity to alienation.

3.3 Freak: History, Language of Exclusion, and Badge of Honor
For the better part of a century, the word “freak” has traversed a range of meanings from
perverse outcast, a counterculture hippie, a politically incorrect term of insensitivity, an action, a
verb, and proudly uttered badge of honor, since the popularity of the rebirth of the sideshow
coincided with alternative rock music and the body modification cultures of the 1990s.
In 1847, the word freak, already in existence for approximately two centuries to describe
a fleck of color,23 becomes synonymous with anomalous bodies (Garland Thomson, Freakery 4).
According to Garland Thomson, the human anomalous bodies transitions from divinity in
antiquity, to curiosity, “into the pathological specimen of the terata” during the modernization of
the Victorian Age (4). After the heyday of the freak show in America, 1840-1950, 1960s
counterculture claims the term as both a protest against society and as a verb to describe
enthusiasm (Adams 141). Adams tells us, “Young people of the 1960s voluntarily adopted the
name freak as a banner of rebellion against the authority of parents, schools and
government…[and] used the word to describe their own alienation from mainstream society”
(138). Anyone who participates in mind altering activities or consciousness raising could access
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the “stranger within.” The freak banner of rebellion forever changes its connotation and the
prevalence of psychoanalysis reinforces the dynamic of human subjectivity as self and other.
Bogdan describes “Freak” as, “A frame of mind, a set of practices, a way of thinking about and
presenting people. It is the enactment of a tradition, the performance of a stylized presentation”
(3). Bogdan’s description sees freak as performative just as Butler sees gender expression as
performative. However, Bogdan’s description seems to capture a self-other or subject-object
dichotomy. Freak becomes an imposed frame. “A frame of mind” and “a set of practices”
describes the position of the self and how the subject thinks or acts. “A way of thinking about
and presenting people” implies a foundation of objectification which assumes a projection of the
gaze onto the other. Bogdan’s definition alludes to his own moralistic stance about freak shows,
without considering the agency of the performer, even as each scenario needs to be assessed on a
case-by-case basis. Coney Island Side Show artistic director Dick Zigun argues, “’Who’s
exploitative, the critic who condemns the performer [or] the producer of the show who pays him
a salary?’ Recalling Bogdan’s treatment of Otis the Frog Man, Zigun claimed that the Coney
Island Side Show allowed Otis ‘to finish his career with a lot of dignity’ by revamping his act
after the controversy in upstate New York” (Adams 216). Zigun boldly defends the freak show
against Bogdan’s highly moralistic stance.
During the 1970s, Abbie Hoffman and Jerry Rubin, who is “the P.T. Barnum of the
revolution,” according to Adams, enact “be-ins” and “happenings” as “radical freak
performances” in various locations as protests against educational and government institutions.
However, it is important to note that the history of the “happenings” movement, which later
became known as “performance art,” began with the 1958 performances of Red Grooms in
Provincetown, Massachusetts (Glimcher 9). A 1952 theater piece by John Cage at Black
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Mountain College would “become the foundation for the Happening movement” because
participants simultaneously chose unrelated actions while slides were projected onto Robert
Rauschenberg’s White Paintings, which were hung at different angles from the rafters in the
dining hall (Glimcher 13). This history is an important link between Rubin and the sideshow
references as well as the origins of the happenings movements and the influence of both the
circus and the sideshow. Before returning to the happenings of the 1970s, I will first explore the
important and influential origins of this artistic movement. Mildred Glimcher reveals, “The
history of Happenings often originates incorrectly with Allan Kaprow’s 18 Happenings in 6
Parts in October 1959” and she acknowledges the difficulties of chronicling the history of the
Happenings movement because “they were meant to be fleeting and non-repeatable, like life” (89). These events were to be experienced even if they were rarely captured on film and without
the photographic documentation of Robert R. McElroy, evidence of the happenings would
absolutely not exist (Glimcher 302). In New York, Jim Dine, Simone Forti, Red Grooms, Allan
Kaprow, Claes Oldenburg, Carolee Schneeman, and Robert Whitman were the main performers
of the happenings documented during 1958-1963 in Glimcher’s book. However, there were key
differences in the motivations and processes among the artists. Kaprow specifically wanted to
make art that was unsellable because he feared the corruption of the artists and the art world;
hence the use of every day materials and detritus. This philosophical and theoretical stance was
very different than the other artists. The remaining Happenings artists were more interested in
theater and, according to Glimcher, “They saw what they were doing as a means to enhanced
‘personal’ expression” (Thomas). This artistic movement was a radical departure from the
artistic norm and led directly to the genre of performance art. Prior to the Happenings, painting,
sculpture, theater and dance were strictly separate processes and practices. Glimcher points out,
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“The Happenings artists personified the collapse of the hegemony of painting and sculpture as
they introduced elements from daily life and popular culture into environments and
performances. It is indisputable that between 1958 and 1963 these events transformed art, the
perception of art, and its reception by the public, which had itself been transformed by these
actions” (300). Happenings artists used objects found on the streets and in daily living to
construct informal props, staging, and environments while both solo and groups of artists utilized
light, sound, and their bodies in motion during quick-paced performances that invited audience
participation. For example, an invitation from the Reuben Gallery in New York states, “You are
invited to collaborate with the artist, Mr. Allan Kaprow, in making these events take place. You
are invited to collaborate in two ways: First: Your presence at the Reuben Gallery is respectfully
requested. As one of seventy-five persons present, you will become a part of the happenings; you
will simultaneously experience them…” (Glimcher 125) (see fig. 12). And in 1960-1961, another
invitation to the same gallery for several happenings by Jim Dine, Robert Whitman, Allan
Kaprow, Red Grooms, Claes Oldenburg, and George Brecht states, “You are invited to become a
patron—and a participant—in these exhibitions” (Glimcher 125). I see the Happenings as an
example of the dialogic because of their participatory nature and their clear influence in
transforming not only the participants but also the entire art world. This was no small feat and to
appreciate the radical nature of their work, it is important to consider the strict boundaries of
artistic processes at the time. A painter does not perform in a gallery while covered in paint and
surrounded by plastic, crumpled newspapers, Christmas lights, and the detritus of daily life while
random sounds play and audience members are invited to participate within the tight confines of
a gallery for a few minutes of unrepeatable, spontaneous action. But this is exactly what painters
and sculptors did. They hybridized several art forms and incorporated both theater and dance,
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despite their differences between theory and personal expression. Additionally, Glimcher claims,
“The Happenings artists, each in his or her own way, destroyed the boundaries between art and
life…[through] two elements unique to the Happenings: time/duration and movement in space,
qualities previously considered to belong exclusively in the arts to theater and dance” (300). A
Bakhtinian dialogic does not have a boundary between art and life because of co-authoring. The
time/duration and movement in space that is key to the Happenings is an example of simultaneity
and transgredience that is crucial to the dialogic. In Chapter 2, I claimed the postmodern
sideshow as an example of the dialogic because of the audience’s participation and the potential
for transformation through co-authoring. The postmodern sideshow is an example of
performance art and the Happenings is an example of how the dialogic can transform the entire
art world. Simultaneity was also an important element for several Happenings such as the use of
windows built into walls so audience members would see simultaneous and overlapping views
while inciting a level of audience discomfort. One example of this device appears in Circus:
Ironworks/Fotodeath. Furthermore, their use of the circus and sideshow adds an element of the
carnivalesque to their dialogic happenings.
Beyond the active participation of audience members, elements of popular culture such as
the circus and sideshow appeared in several of the happenings. From a formalistic or structural
influence, Claes Oldenberg’s Circus: Ironworks/Fotodeath performed at the Reuben Gallery on
February 21–26, 1961, “borrowed” the simultaneity of a circus with its multiple rings of
performances all happening at once into “four sets, and had five simultaneous scenes,” beyond
the use of multiple windows built into walls mentioned above (Glimcher 131). The content was
not directly connected to the circus however, visually, the connections to the circus were loosely
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Fig. 12. Reuben Gallery invitation for Allan Kaprow happening, 1959, New York (Glimcher 64).

reflected by the use of primary colors spray painted in the backgrounds (see fig. 13) and
through the use of large polka-dot shawls (see fig. 14) on two of the cast members. The cast
included Olga Adorno, Edgar Blakeney, Henry Geldzahler, Gloria Graves, Marilyn Jafee, Carl
Lehmann-Haupt, Chippy, McClellan, Pat Oldenburg, Lucas Samaras, Clifford Smith, Judy
Tersch, Claire Wesselman, and Tom Wesselman.
In a direct connection to the sideshow and circus, Kaprow’s The Big Laugh was a
performance based on a carnival barkers,24 clowns, pitchmen, and snake oil salesmen who spoke
in gibberish and non-sensical phrases such as “Trumpet delay in spinach” while handing out

130

Fig. 13. Claes Oldenberg, Circus: Ironworks/Fotodeath, 1961, Reuben Gallery, New York, (Glimcher 171).

balloons on sticks to the audience (Glimcher 39). Lucas Samaras imitates the sideshow talker or
snake oil salesmen on the bally, the elevated stage outside the attraction, by standing on a chair.
The cast also included Richard Bellamy, Jim Dine, Al Hansen, and Claes Oldenburg, and it was
performed at the Reuben Gallery of January 1960 (see fig. 15). Utterances were punctuated by
sounds from an electric saw while clowns “rushed through the audience shouting ‘Lola Bola’,”
then they climbed ladders to hang signs with the same phrase. A popping of balloons signaled a
moment of maniacal laughter from the performers while a recorded laugh was simulateously
played from behind the curtain. The fast-paced sideshow and circus clown Dada-like caper ended
with a bow and “Thank you, Ladies and Gentlemen” (Glimcher 39). The informal nature of the
space of the gallery and close proximity to the performers allows audiences to viscerally
experience the event through all of the senses in a way that can never be fully captured in photo
or on film.
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Fig. 14. Claes Oldenberg, Circus: Ironworks/Fotodeath, 1961, Reuben Gallery, New York
In this image, Judy Tersch and Claire Wesselmann are wearing polka-dotted shawls or half ponchos, which are
reminiscent of circus clown costumes. Lucas Samaras and Edgar Blakeney appear on the right in the photo
(Glimcher 176).

Fig. 15. Allan Kaprow, The Big Laugh,1960, Reuben Gallery, New York (Glimcher 73).
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Several of Jim Dine’s performances connect to both the circus and sideshow. The Smiling
Workman at Judson Church in 1960, shows Dine’s head covered in red and yellow dripping
paint. A large clown smile is drawn in black on his face from ear to ear while the paint drips in
high contrast over the drawn smile. The three-quarter angle of his head, facial expression, and
paint smattered clothing, reminiscent of a clown, is comparable to the Coney Island Funny Face.
It is leering and sardonic at the same time (see fig. 16).

Fig 16. Jim Dine, The Smiling Workman, Judson Church, New York (Glimcher 94).

Dine’s solo exhibition at the Reuben Gallery, shows some large and slightly abstracted “funny
faces” hanging on the wall while Dine is completely dressed in red clothing with a red painted
face and similar clown face from The Smiling Workman (see fig. 17). His presentation is very
reminiscent of the devious-looking, red whispering imps that would often appear in nineteenth
century magic or mentalism posters (see fig. 18).
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Fig. 17. Jim Dine, Reuben Gallery, 1960, New York (Glimcher 105).

Fig. 18. Whispering imps, often in red, were often featured in nineteenth century magic and mentalism posters
(Taschen 267).
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In Vaudeville Collage, Dine appears in a series of photos with cardboard cut outs and text
above doorways or frames or small sets. The frames are comparable to the sideshow banners
used to advertise the attractions inside because of the use of orange around the frame and the
lettering above. Orange or red was typically used for the borders of the banners. Each banner had
a scroll with title that named the attraction and in this case, the title is “Jim Dine Vaudeville”
(see fig. 19). The scroll was often in yellow and the letters were sometimes outlined, which is
similar to the presentation in the photos of the performance. Vaudeville itself maintains a
connection to the sideshow and today some of the performances of the Bindlestiff Family Circus
are inspired by vaudeville.

Fig. 19. Jim Dine, Vaudeville Collage, 1960, Reuben Gallery, New York (Glimcher 119).

135
Kaprow’s The Big Laugh, Oldenburg’s Circus: Ironworks/Fotodeath, and several of
Dine’s performances are some of the Happenings examples that are inspired by or reference both
the circus and the sideshow. Other similar movements were happening on an international level.
In Paris, the Nouveau Réalisme group consisted of Pierre Restany, César, Arman, Martial
Raysse, Daniel Spoerri, Niki de Saint Phalle, and Jean Tinguely. The Situationists in France,
Arte Povera in Italy, Wolf Vostell in Germany, and Gutai group in Japan, serve as additional
examples among others (Glimcher 12).
At the same time, the Happenings also had an influence on the music scene in New York
a decade later and this movement is referred to as the “Intermedia” movement. On Saint Mark’s
Place, in New York City, a disco named the Electric Circus (1967-1971), hosted a series of
Monday night performances during the summer of 1968 and in the spring of 1969 called the
Electric Ear. Inside, the disco was cavernous, tent-like, and included a merry-go-round where
acrobats and trapeze artists, were common sights (see fig. 20). A chance encounter at the Electric
Circus by Dr. Ted Coons,25 as a former undergraduate student of music composition and theory
and a doctoral graduate of systems neuroscience at the time, lead him to initiate an introduction
between the New York Pro Musica, a medieval and renaissance music troupe, and the disco.
Coons describes his first encounter at the Electric Circus as:
Besides the rock group [Mother’s of Invention], there was also Mort Subotnick’s
computer-generated music, Tony Martin’s colorful swirling light show, plus
strobes, frenetic dancing, and—believe it or not—Bach & Brahms mixed in. It
was literally a multimedia-multiera circus and I was “There!” It just blew my
mind and, Wow, you didn’t need any drugs to do it! Because I knew a lot about
the history of music, some of it reminded me of things that had gone on in the
Cathedral of Notre Dame in 1150 to 1250. That was a time in which services
opened and closed with big processions in which priests danced down the aisles
with bells, cymbals, drums, and all kinds of other things. For example, some of
the first ‘more part’ [counterpoint] music was also being done in the Cathedral of
Notre Dame. (Thomas)
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Coons introduced his former teacher, John Reeves White, the head of New York Pro, to Dennis
Wright, the Manager of the Electric Circus and Jerry Brandt and Stan Freeman, the owners of the
Electric Circus. Thais Lathem, a former music classmate, collaborated with the disco’s music
and lightshow programmers, to host different media artists as part of a series called Electric Ear.
Both the Electric Ear and the Happenings were inspired by John Cage but this Intermedia
movement had very different motivations. Coons tell us, “The motivations of multimedia
composers of the Electric Ear were largely driven by the impulse to explore the immense artistic
potentials of all the computer and other technological advances born of the United State’s highly
funded efforts during the late 1950s and 1960s to reach the moon ahead of the Soviet Union”
(Thomas). In this sense, perhaps the Intermedia movement has more in common with the
incorporation of theater and personal expression of the Happenings as opposed to the theoretical
considerations solely attributed to Kaprow’s oeuvre. Importantly, there are further distinctions to
make regarding the zeitgeist of the Happenings and Intermedia. With the Happenings, Coons
describes a “national striving for racial equality” and a “democratization of materials, locations
and the free selection among a multimedia of art” that is characterized with energetic optimism
(Thomas). A decade later, the people of the United States experienced the Vietnam War, the
assassination of Martin Luther King and John F. Kennedy, the pressure of the Space Races, and
racial injustices. The Baby Boomer generation was starting college and they abandoned the
dance halls of their parents’ generation for the “new space-age-generated ‘orchestra’ with its
capabilities for creating psychedelic effects” (Thomas). The ticket price for the psychedelic
escapes and the promise of the future through technology, was of little concern to the collegeaged Baby Boomers. This economically profitable enterprise was a radical departure from the
social structure of its day and it created an industry that has continued into the future decades
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with other discos and clubs in New York City and beyond. The Electric Ear series was
immediately recognized as a significant cultural shift and as a result The New York Times
reviewed every one of their events.

Fig. 20. Bill Bernstein, Electric Circus (Unpublished), 1979, New York
(http://www.artnews.com/2017/01/04/night-fever-new-york-disco-1977-1979-at-museum-of-sex-newyork/_electric-circus-1979-unpublished/).

The “low brow” departure from the hegemony of painting and sculpture, the
technological prowess of Intermedia through music, projections, computers, and theater, as well
as the unconventional spaces that both movements occupied, required spontaneity, inventiveness,
and a complete transgression of the boundaries of what a painter, sculptor, or musician was
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“allowed” to do. The sensorial and experiential space with active participation were key aspects.
Even though the Happenings movement did not begin with explicit political motivations,
Glimcher tell us, “The form would soon be employed by artists in America and Europe to enable
social and political criticism. Further, the public demonstrations of the 1960s and early 1970s
against political regimes from Selma to Paris perhaps owed their inspiration to these early
homemade Happenings” (300). The “be-ins” and “happenings” of 1960s and 1970s allowed the
voices of protest to ring loud and be highly visible in American homes and media. Now that we
have traced the origins of the “Happenings” and their importance to this discussion, I will return
to Rubin and Hoffman.
Rubin, was known as “the P.T. Barnum of the revolution” because of his mastery of
media and advertising, like Barnum, as sideshow remained a relevant theme for understanding
contemporary aesthetics, language, and culture. Rubin and Hoffman were “yippies” who claimed
“distrust of ‘anyone over 30’” (Pace). As a further protest against the “oppressive and
hypocritical” normative standards, Rubin purposely misspells freek (Adams 143). The difference
been the hippie as freaks or “freaking out” is that the freeks were technological media moguls
who understood the power of media and news-making, which was in stark contrast to the hippie
obsession with all things “natural.” Freaks became commercialized during the 1970s and they
inspired the first academic text, albeit unfashionable at the time, on the subject by Leslie Fiedler
(Adams 156). Alienation dominated the sentiment of freeks as Rubin and others chose to grow
long hair and rebelled against normative standards and compared their situation to other
historically marginalized groups. Rubin complained, “Amerika [another subversive misspelling]
is a different country when you have long hair. We’re outcasts. We, the children of the middle
class, feel like Indians, blacks, Vietnamese, the outsiders of Amerikan history” (Adams 144).
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Once the word freak became a sign of the alienation within a permanently split subjectivity,
Adams points out that it diminished the violation and experiences of people who had suffered
enormously. A statement of this nature today would be met with a fierce backlash against
privilege, ignorance, attempted appropriation, and a lack of any meaningful action to change the
system. At the time, white middle class freeks thought that their status as outcasts because of
their long hair and voluntary poverty was equivalent to racism. Adams notes, “In fact, their
movement to the margins was rarely welcomed by those who were already there and were with
the freaks’ romanticized vision of themselves as outsiders” (144). Ironically, Adams also
describes how some of the freek behavior was also misogynistic and homophobic, which
hypocritically reinforced another system of power as they decried “Amerikan” institutions. The
music scene furthered the use of the word freak from rock to disco. The 1978 song “Le Freak”
by the disco band Chic remains on Billboard’s “Greatest of All Time Hot 100 Songs”26 list and
attests to its fame in popular culture. During the Regan administration of the 1980s, a
conservative backlash against the National Endowment for the Arts and other cultural institutions
cut funding for the arts. The same conservatism fueled a backlash against artistic expression,
music, and language. Cognizant of the social and political climate of the era, the Coney Island
Side Show purposely avoided the use of the word freak show as they began their performative
endeavors, however, their funding was later dropped in the early 1990s (Adams 215).
In consideration of the freak shows at Coney Island during its heyday, Kasson tells us,
“Midgets, giants, fat ladies and ape-men were both stigmatized and honored as freaks. They
fascinated spectators in the way they displayed themselves openly as exceptions to the rules of
the conventional world…into fluid new possibilities” (Kasson 50-52). Kasson’s “fluid new
possibilities” also acknowledges the potentiality in Bakhtin’s “grotesque” and the societal
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contradictions of human exhibitions at the freak shows in Coney Island. At the same time, there
is a seemingly observed freedom on stage that is in defiance to the societal and moral “rules” of
daily life for “normal” people. Al Stencell, former circus owner, acknowledges the public stigma
outside the big top or bally stage, when he reveals, “Sideshow was rarely mentioned in publicity.
Crippled, deformed and diseased folks were odd to look at but didn’t make for positive
advertising material” (26). There is a paradox when “normal” people line up to buy tickets to
gawk at the sideshow performers and then turn their noses when it is publicly advertised. The
sideshow then becomes a secret pleasure for ticket holders. Despite the paradox, there is a
hierarchy of popularity for freak show performers among sideshow-going crowds. Former
performer and sideshow banner painter Johnny Meah explains, “In order of their popularity,
Little People (Midget and Dwarfs), Fat People, and Giants. The aforementioned are not
grotesque, they’re just shorter, taller or wider than you and I, making them seemingly more
acceptable to gawk at…” (Johnson 90). Meah and others working in the sideshow were keenly
aware of the societal contradictions and patronizing crowds of “normates.” In contrast, disability
activists have a different stance. Garland Thomson claims, “In this economy, those bodies
deemed inferior become spectacle of otherness while the unmarked are sheltered in the neutral
space of normalcy” (Garland Thomson 8). The spectacle of otherness has been a staple of any
form of entertainment but the inferiority that correlates to otherness is both problematic and
emblematic of perpetuating normalcy. In regards to both the circus and the sideshow, the history
of perpetuating normalcy in the United States is well documented.
Within the analysis of sideshow history, one can trace the path of changing attitudes and
national policies about the sideshow through a series of publications that are the backbone of
sideshow history and consistently referenced within this niche genre. A brief genealogy of freak

141
show publications and scholarship reflect how the freak show has and continues to be viewed in
society. Several books focus on the classification and cataloging of different types of freaks
along with their short biographies. During the 1970s, Leslie Fielder’s Freaks: Myths and Images
of the Secret Self presented a psychoanalytic interpretation of the freak show, which posited the
other as a double or a lack and dominated until the 1990s. Robert Bogdan’s Freak Show:
Presenting Human Oddities for Amusement and Profit (1988) upended the psychoanalytic
interpretation and asserted that “freak” is a social construction and that freak was not biologically
determined. It should be known that many people in the sideshow community, which includes
freaks, view Bogdan’s book as moralistic and hypocritical. I believe that the postmodern
sideshow performers and show people are the people most qualified to comment on the genre
because they are the experts and agents in their field, due to their first-hand knowledge of the
business and its history, even if it is a microhistory. Rosemarie Garland Thomson’s wrote several
books that focus on human exhibition at the freak show and how disability has been presented
and under recognized throughout American popular culture and literature. In particular, Freakery
(2008), Staring (2009), and Extraordinary Bodies Figuring Physical Disability in American
Culture and Literature (1997). Garland Thomson’s last two books were written shortly after
disability studies became a field of study in the United States joining gender studies and AfricanAmerican studies. These books were important because Garland Thomson gave visibility to the
invisible tropes and stereotypes of people with disabilities that have been used for throughout
literature, culture, and media since antiquity. Her project aims to expand the definitions of
societal norms.
The 1990s also marks a time when several performers, side show historians and fans
authored and published their own books and coincides with a resurgence of interest in the side
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show. Freaks Geeks & Strange Girls: Sideshow Banners of the Great American Midway
(Johnson et al), Freak Show Sideshow Banner Art (Bosker et al), Angles (Jim Rose), and James
Taylor’s niche magazine Shocked and Amazed, were followed by Rachel Adams’ Sideshow
U.S.A. (2001). Adams focuses on the sideshows ability for reinvention throughout history and
includes a contemporary analysis of sideshows as a poststructuralist critique of society from the
point of view of performers, showmen, and show people. In 2005, Marc Hartzman’s American
Sideshow: An Encyclopedia of History’s Most Wondrous and Curiously Strange Performers,
refreshingly honors and celebrates performers as individuals from the time of P.T. Barnum
through the making of contemporary self-made freaks that began in the 1980s. I contend that
these publications define a hermeneutic shift from scholarly “outsiders” to the voices of those
“alive on the inside” and often rooted in first-hand experiences. Adams, in contrast to the
scholars before her, claims, “I have tried, wherever possible, to leave a space where freaks can
talk back” (21). She notes how critics have focused on the content but Adams keenly points out
that this partial story can only really be understood when both performers and audiences are
taken into consideration. I agree with Adams’ assertion and I advance that more performer
voices need to be known and heard instead of relying solely on moralistic judgments about the
entirety of the freak show genre. Hartzman, on the other hand, points out, “[This book] is
intended to serve as a tribute to those brave and amazing people who overcame whatever quirk
of nature was bestowed on them—be it a parasitic twin or missing limbs, proportions wee or
gigantic—as well as self-made and those who trained their bodies to achieve the seemingly
impossible” (6). American Sideshow begins with the individual, their unique story, and relies on
historical knowledge and inside sideshow industry contacts. Hartzman also acknowledges that
many books already include sociological points of view but his sole focus is on “who these
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performers were and the extraordinary things they did” (6). American Sideshow allows the voices
and the lives of the performers to take center stage with attention and honor given to each
individual.
By this time, the psychoanalytic interpretation of the sideshow became a trope of popular
culture. Rachel Adams, Sideshow U.S.A., aptly describes the Freudian legacy when she asserts,
“The canon of Freudian psychoanalysis, which itself might be described as a freak show of
monstrous corporeal distortions, provides a framework for understanding how unconscious
disturbances register in our perception of our own and others’ bodies” (7). Many of Freud’s
theories regarding women and people with disabilities are ideological social constructions based
on a patriarchal order and a tyranny of “normality” that promote exclusionary ideas and
practices. Garland-Thomson points out how Freud viewed “deformities of character” as a result
“of physical disability” (37). This fraught cause and effect relationship falsely links all disability
to neuroses, places the blame on the person, and is a reflection of Adams’ reference to the
monstrous corporeal distortions inherent to Freudian psychoanalysis. Adams’ continues:
The problem with an exclusively psychoanalytic account of freaks is that it
threatens to universalize phenomena that are historically and culturally variable,
and to appropriate the details of individual lives as effects of authorial
subjectivity. The popularity of Freudian psychoanalysis among influential
American critics of the postwar period has had a formative impact on the
interpretation of literary and artistic representations of deviant bodies…cultural
criticism drew attention away from the freaks’s historical dimensions and towards
the freak as a universal symbol for human alienation and despair. (8)
In other words, an exclusively psychoanalytic account of freaks neglects the historical
and cultural individuality of each person’s circumstances in favor of a singular narrative that
applies to everyone with a disability. Furthermore, the agency to formulate one’s own
subjectivity is solely placed within the power of the analyst. All deviant bodies were subjected to
outside interpretation once a body has been labeled as deviant. The resultant “diagnosis” was as

144
mythical as the deviant bodies deemed as monsters and gods in antiquity, and comes full circle to
perpetuate a continual fallacy and stereotype.
However, freak has been one of the universal symbols for human alienation and despair
for several centuries. The Metropolitan Museum of Art’s exhibition “Seurat’s Circus Sideshow,”
which featured Seurat’s famous painting of the same name among other similarly themed
artwork, reveals that sideshow and freak show performers in France and Italy were referred to as
saltimbanques. The word saltimbanques is Italian in origin, saltimbanco, and is defined as
someone who jumps on a bench. A group of performers where known as la banque and in
France; parade. During the Middle Ages, acrobats, magicians, animal tamers, etc., would jump
up on a bench to perform to a crowd (Thomson 22). In the exhibition catalog, Richard Thomson
comments, “Rootless because they were constantly on the road..., saltimbanques had by Seurat’s
day long been associated with melancholy and alienation” (23). Although the concept of
alienation as linked to deviant bodies and the freak show was not new, psychoanalysis as a
science, [now considered a pseudoscience] profoundly influenced subjectivity in American
culture during the early twentieth century because of the idea of the alien or freak in all of us as
the secret self.
Freud coined the term psychoanalysis and popularized the idea of the unconscious as key
to understanding human behavior at the beginning of the twentieth century. Psychoanalysis
creates a theory of subjectivity in which the analyst is the only person able to interpret, diagnose,
and treat neuroses. This relationship depends on the interpretation and the analysis of dreams,
their symbolism, and the uncovering of repressed desires that are concealed from the analysand.
The repression of desire leads to neurosis and sideshows purposely appealed to the id and tapped
into desire. Dale Slusser in Freak, Geeks, and Strange Girls claims, “Carnival companies and
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acts varied greatly, yet they all featured amazing wonder which blended elements of the
grotesque, bizarre, and erotic in the hope of awakening desire and curiosity in the passerby”
(125). Tickets sales depend on curiosity and the awakening of desire. Long discredited, Freud
has had lasting legacy in popular culture due to his dream interpretation, dream symbolism, and
Freudian slips of language. Repression is the key concept at play in neuroses, which is fueled by
desire.
Curiously enough, both Sigmund Freud and Carl Jung visited Coney Island in 1909. In
London, in 1999, a series of Freud’s notes were uncovered in the relatively recent discovery of
Freud’s Ephemera. Immerso also briefly notes this Coney Island visit. Freud’s and Jung’s
singular visit to Coney Island’s Dreamland results in a host of both literary and artistic
expressions. One particular piece of literature by Norman M. Klein named Freud in Coney
Island and Other Tales describes a rather comical and inventive scene where the repressed is set
free among amusement parks and fun house mirrors as a manifestation of a fantastical
repression-come-to-life. Klein describes,
There is reason to believe that Freud walked into Dreamland, the last and most
bourgeois of the three amusement parts in Coney Island. To enter, one had to pass
through “Creation,” a music-hall version of Genesis. Creation began at the mouth
of huge tunnel, featuring the massive thighs and vagina of a plaster nude thirty
feet high (see fig. 21). Her breasts were larger than haystacks. She sparked at least
two sentences. A phrase from one survives…or do Americans prefer genitalia
large enough to crush a man, or at least ruin his hat? (9)
The description is like a Dali-inspired adult fairytale fueled by the entirety of the Freudian
dreamscape and its symbolism, in a dream-as-theme-park come to life.
Niki de Saint Phalle’s Giardino dei Tarocchi (The Tarot Garden), in Garavicchio in
Tuscany, Italy, is a large-scale outdoor sculpture garden that has some similarities to the
Dreamland description above. Earlier in this discussion, Saint Phalle was associated with the
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Nouveau Réalisme, a radical group similar to the Happenings. All of her sculptures were made
with wire mesh wrapped over steel armatures, covered with cement, paint, and mosaics. Saint
Phalle collaborated with many other artists and crafts people to complete all of the sculptures
over a twenty-year period. Saint Phalle’s “The Empress Card No. III” is a giant hybrid of a
crowned woman sphinx with massive breasts; one is accentuated with a heart inside concentric
colorful circles and the other breast is accentuated with a daisy inside brightly colored and
patterned circles. The body is adorned with various painted patterns of mosaics (see fig. 22).

Fig. 21. Creation Entrance to Dreamland Postcard, Coney Island, 1905
(Photo: Museum of the City of New York).
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Fig. 22. Niki de Saint Phalle, The Empress, Il Giardino dei Tarocchi, Italy (Photo: Katrin Bauman).

Saint Phalle describes:
THE EMPRESS IS THE GREAT GODDESS She is Queen of the sky. MOTHER.
WHORE. EMOTION. Sacred Magic and Civilization. The empress which I made in the
form of a sphinx. I lived for years inside this protective Mother. She also served for
headquarters for my meetings with the crew. It was here we all had coffee breaks. On all
she exerted a fatal attraction. (http://ilgiardinodeitarocchi.it)
Unlike the fright of gargantuan-sized women in Dreamland, Saint Phalle’s sculpture is
one of empowerment and protection in both a symbolic and functional form. Symbolically, “The
Empress” represents the birth of civilization, the dualism of women’s designations of mother and
whore throughout history, wisdom, feelings, protective womb, and rebirth. Functionally, the
interior space of “The Empress” fosters community, meeting, and shelter, which connects back
to its signification in the symbolic. Niki de Saint Phalle’s Giardino dei Tarocchi has over twenty
sculptures whose constructions spans over two decades.
In another connection to the story of creation, Saint Phalle’s “The Choice (the lovers)
Card No. VI,” features a brightly colored and faceless, man and woman sitting on a rock, sharing
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a meal while holding golden goblets or chalices (see fig. 23). The heart and daisy are again
featured on the woman’s breasts, which happen to be larger than her head. The man’s chest is
equally as exaggerated in both its width and breadth in comparison to his head. Saint Phalle
describes:
Some tarot decks call this card the “lovers.” Adam and Eve were the first couple and
made the first choice. That is why I have chosen them to represent this card. The card
implies there is a wrong and right choice. A mistake can bring one closer to the truth of
ourselves. (http://ilgiardinodeitarocchi.it)

Fig. 23. Niki de Saint Phalle, The Choice, Il Giardino dei Tarocchi, Italy (Photo: Katrin Bauman).

Adam and Eve are forever linked to the biblical story of Genesis or creation. The popular
religious theme in Coney Island’s Dreamland also included a boat ride through the Hell Gate
(see fig. 24).
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Fig. 24. Dreamland, Coney Island, 1905 (www.westland.net/).

Klein continues, “We are reasonably certain that Freud went to Hell, not only the Hell
Gate in Dreamland; but also, Darkness and Dawn (with Hell as Darkness) in Luna Park” (9). As
the creator of the misogynist idea that all women have penis envy and as one who defines
“femaleness in terms of castration” or in other words, female is defined as a lack, reading about
Freud’s journey through hell may inspire some vengeful fantasies on the one hand and laughter
on the other (Garland Thomson 19). Klein imagines Freud’s other comments as, “Americans will
take a long trolley ride just to pretend to be buried alive. They think being molested by circus
freaks is the most uncanny (Unheimlich) thing of all” (Klein 10). The uncanny represents the
strange, the bizarre, or a feeling of being unsettled. The German word for the uncanny,
Unheimlich, defines the unfamiliar, the unhomely, and borders on fear. Richard Kearney,
Strangers, Monsters, and Gods, adds, “The ‘uncanny’ comes to mean, then, something ‘secret or
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untrustworthy,’ finding its equivalents in the Latin occultus or mysticus (74). Monsters are often
associated with the uncanny. In tracing its linguistic equivalents, the uncanny has a negative,
eerie, and almost supernatural connotation that is damaging when it is applied to a specific
person. Freud points out, “The ‘uncanny’ is in reality nothing new or alien, but something which
is familiar and of old established in the mind and which become alienated from it only through
the process of repression” (Freud 634). Perhaps no other Coney Island image represents the
Freudian uncanny as much as the infamous “Funny Face” (see fig. 25).

Fig. 25. Coney Island Steeplechase Face, 1908 (Image credit: Charles Denson, Coney Island History Project).

The Funny Face first appeared during the heyday of Coney Island and represented the face of
George C. Tilyou, owner of Steeplechase Park. Charles Denson of the Coney Island History
Project27 reveals the hidden meaning behind the expression of the infamous Funny Face,
“Steeplechase was at once innocent and very kinky. There were things that couldn’t exist today
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in a P.C. world,” said Denson, adding that it was no accident that the original design of the
Funny Face logo winked and leered. “The face is like a Victorian relic. It’s the repressed id, and
the id being released” (Bredderman). According to Freud, the id is the impulsive part of the
psyche, which operates on the pleasure principle. The funny face is an overt symbol of the id
engaged in instinctual and fantasy driven self-fulfillment and signals the failure of the ego to
reason with the id and the failure of the superego to enforce the moral code.
From Freud’s perspective, our dream thoughts are linked to early childhood impressions.
Freud states, “The dream thoughts which we arrive at by means of analysis reveal themselves as
a psychical complex of the most intricate possible structure” (27). Dream work can be important
because it helps to discover the source of psychic illnesses, such as phobias, hysteria and
obsessions. Freud also wrote about the negative effects of the development of civilization in
“Civilization and Its Discontents.” Civilization, although it has its benefits, has succeeded in
repressing the pleasure principle. In this case, Nietzsche’s Apollinian correlates to civilization
and the pleasure principle with the Dionysian as well as Bakhtin’s notion of carnival. Freud’s
theory of body politic is based on human social development and the progressive domination of
nature on human sexual energies; “Sex as danger and as nature are central to Freud’s system”
(Haraway 9). Sex and danger are also central to the freakshow and in opposition to “civilized”
society. Slusser illustrates,
Central to the carnival is the interaction between the “high” and “low,” the exalted
and the base. Those at the “top” of the hierarchies of wealth and power in society
continually attempt to reject the “bottom” in order to gain prestige and status.
This, of course, proves to be impossible, for as a binary pair the top is dependence
upon the bottom for its own construction. A pattern emerges where the top
includes that low symbolically as the primary eroticized constituent of its own
fantasy life. Thus the two poles of repugnance and fascination are charged, where
the political imperative of those above to eliminate the “low” creates a desire for
what has been denied. This process of differentiation through the rejection of
certain actions and images which are construed as the debasing “low” does no
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only occur at the pinnacles of society but is enacted along the entire spectrum of
the social hierarchy where ever subtle gradation of above and below are imposed.
Thus it was not only among the established elite that this pattern of repression and
desire emerged, but also throughout the rural population of the United States,
which in the early twentieth century, largely through the efforts of the state and
church, was increasingly coming to exhibit the characteristics of order, civility,
and decorum. (125-6)
The distinctions between “high” and “low” or the elite and kitsch are interdependent
upon one another. Without the high, the low would not exist and vice versa. The verticality of the
system not only perpetuates a monological power system, but also defines whom or what is
acceptable in terms of aesthetics, behavior, and every aspect of society. When the debased or the
“low” has a negative connotation in society, it sends a message to society that this [fill in the
blank] is not desirable or acceptable. The debasement also often refers to class structure further
reinforcing its seeming undesirability and the attempt to dictate total avoidance of
“undesirables.” However, denial only stimulates desire, attempts to repress desire lead to
neuroses according to psychoanalysis. Religious and government organizations and institutions
reinforce the boundaries of “civil society.” Freak shows, like advertising and other forms of
media and entertainment, take advantage of human nature’s propensity for curiosity and the
desire of what has been denied, repressed, or promised.
Particularly, psychoanalysis perpetuates the twin myths of wholeness and bodily lack
(Garland Thomson 49). Freudian psychoanalysis defines femaleness by a bodily lack of a phallus
instead of its own separate category. The use of language to describe female as a lack is
equivalent to the stigma and use of language for a deviant body. Both are defined by a negative
in language, which reinforces a power dynamic and tyranny of normality for those who exist
outside this binary construction. In terms of the freak show, the lack is further perpetuated
amongst some deviant bodies and viewed as an excess among other deviant bodies. Lacan
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furthers the use of desire as connected to a lack and the formation of the subject in language as a
split subject forever trying to achieve wholeness. These myths create damaging and exclusionary
practices that have been and continue to apply to gender, race, and ability. Language is a central
constructing force for Lacan, as is the gaze and its relation to society and the sideshow.

3.4 The Gaze: Critiques and Celebrations of the Sideshow
Lacan takes elements of Freudian psychoanalysis and further develops it into a new
theory of subjectivity that depends on language and the gendered subject. In a critique of Freud,
Bakhtin argues, “Freud’s whole psychological construct is based fundamentally on human verbal
utterances; it is nothing but a special kind of interpretation of utterances” (Clark and Holquist
178). Bakhtin’s reference to utterances points to language and he clearly sees Freud’s
interpretation of language as false and ideological despite Freud’s claim to objectivity. The
interpretation is incomplete for Bakhtin because it is not a two-sided dialogue but a symbolic
interpretation of language that is subjective. Clark and Holquist further explain, “Freud’s system
thus projects the entire dynamics of the interrelationships between two people, the I and the
other, into a single, individual psyche” (180). The monologization of language ignores cultural,
social, and historical variables in favor of nature and the biology of psychic life. Comparably, the
cultural, social, and historical variables of individual sideshow performers were also ignored but
it was in favor of a general narrative of exploitation. The “I” is valued over the other and
encompasses both psyches. Bakhtin sees an area for further research and offers a reformulation
the Freudian unconscious and consciousness as “ideological rather than ontological” (Clark and
Holquist 180). The reformulation focuses on private and public speech, which was a radical
interpretation at the time. According to Bakhtin, “outward speech” represents what is conscious,
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ideologically uttered, and shared publicly. “Inner speech” is an ideology that can never be shared
because the unconscious is suppressed. The emphasis on speech in both the private and public
sphere points to social, political, and economic influences on language and consciousness as
opposed to the isolation of individuals without any consideration of their interactions and impact
in the world. Clark and Holquist point out that both Freud and Bakhtin’s theories are ideological
even if the exact nature of ideology differs between them.
Lacan’s anti-Cartesian theories, define the “ideal-I” through stages of development that
begins with the mirror stage in the Imaginary and entry into the world of language through the
Symbolic. Lacan is concerned with these two forms of consciousness, the Imaginary and the
Symbolic prior to the Real. From as early as six months to eighteen months old, the infant child
is dependent on parents and is able to recognize oneself in a mirror. The reflection in the mirror
is the first step that defines the “I” in the creation of subjectivity and is dependent upon an
external image. Lacan states that even at an infantile age, human kind is able to recognize
oneself in a mirror. All throughout this stage the humanoid is unable to walk or talk but still
shows signs of the intelligence that is “I.” According to Lacan the importance in this lies in, “the
symbolic matrix in which the I is precipitated in a primordial form, before it is objectified in the
dialectic of identification with the Other, and before language restores to it, in the universal, its
function as subject” (Harrison 610). Lacan calls this form the “Ideal-I.” The image in the mirror
is a perceived image that forms a projected ideal self and one that is perpetually chased after
since it is a misrecognition or méconnaissance. The totality of this image gives the infant a
Gestalt of its overall self and fixes the subject. Lacan continues his investigation stating, “where
imagos are concerned…the mirror image would seem to be the threshold of the invisible world.”
(610). It is a hallucination, other worldly, the double image, dream world…. this is the mirror
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phase which human kind is capable of separation from nature. The mirror phase is a projection of
humanity into history; a fragmentation of body image to form the ego. The self is forever chasing
its projected image of the Ideal-I and the impossibility of this achievement causes a permanent
split.
Phenomenologically, vision is a commonality in this discussion and the gaze also plays a
prominent role in sideshow. Lacan claims, “…the pre-existence of a gaze—I see only from one
point, but in my existence, I am looked at from all sides” (72). The gaze reduces the subject to an
object. Lacan continues, “The gaze sees itself…The gaze I encounter—is, not a seen gaze, but a
gaze imagined by me in the field of the Other” (84). Here an encounter with the Other, perceived
or not, reduces the subject to shame. Bakhtin, by contrast, claims, “I appropriate from the other’s
image of me” and he sees the exchange between self and other as gifts between perceptible
selves whereas Lacan’s mirror is a passive reflection that places an inseparable gap between the
self and other (Bakhtin 79). According to Clark and Holquist, “Bakhtin conceives the mirror
stage as coterminous with consciousness; it is endless as long as we are in the process of creating
ourselves, because” the mirror actively refracts the “optic of other persons” (79). This process
ensures openness and becoming instead of a closed system with little to no possibilities. The “I”
needs the “other” in a coterminous relation of I and thou because it ensures consciousness and
the existence of both separate but different consciousnesses. Mirrors are an integral part of fun
houses in Coney Island. Kasson states, “Funhouse distorting mirrors create a temporary illusion
of the grotesque or other” (50-52). The mirror distortion shortens, lengthens, or asymmetrically
widens parts of body in an illusory “othering” of the self and mimics (or mocks) bodies of
“deviance.” Step outside the view of the mirror and “normality” is restored. Donna Haraway in
Simians, Cyborgs, and Women: The Reinvention of Nature claims that humans project their
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image onto animal mirrors. She describes, “We find the themes of modern America reflected in
detail in the bodies and lives of animals. We polish an animal mirror to look for ourselves”
(Haraway 21). Haraway details how several primatology studies reflected the bias of their
observers, such as male dominance and aggressiveness, and their quest to better understand
humans “so we see domination as a derivative of theory, not of nature” (23). Science has
historically held credibility but Haraway’s book reveals the non-objective truth concealed behind
the “rigor” of science. She asserts, “In a strict sense, science is our myth,” because the trusted
objectivity of the scientific method sometimes revealed more about the observers themselves
instead of the facts from views outside of their experiences and biases (Haraway 42). These same
men of science were responsible for ethnographic exhibits of people of color such as Ota Benga,
an African pygmy who was displayed in the monkey house at the Bronx Zoo in 1906, and Ishi, a
Yahi Indian who lived at the University of California Museum of Anthropology from 1911-1915
(Adams 31-56). During the nineteenth century and early twentieth century, the biases and
objectification of both science and the freak show had more in common than at first meets the
eye. Rachel Adams labels the folly of these men of science as a misrecognition where a
“sympathetic onlooker reads himself into the body on display, obliterating its personhood as
completely as the most exploitative exhibit” (31). A contemporary example of the annihilation of
personhood exists in film theory. Laura Mulvey’s theory of the male gaze claims that the latter
objectifies women, by erasing their subjectivity and agency due to its heterosexual male
viewpoint who sees women on screen as erotic objects. The objectification of women eliminates
their agency and reinforces a patriarchal dominance both on and off screen. Women in film also
become an erotic object for the spectator and the idea of an erotically charged object initiated by
the gaze has been applied to spectators at the freak show. However, there is another viewpoint to

157
consider in relation to the freak show and as told in American Sideshow. Hartzman recounts the
story of Carol Grant, a fifteen-year old girl in the disability community, who wrote a letter in
1968 to protest the sideshow in North Carolina. Grant argues, “Handicapped people are seeking
more in life than being stared at in a sideshow” (Hartzman 4). She had a point, indeed, but this
only applies to some people and not all people in the disability community. In response, Harvey
Boswell, a paraplegic and sideshow operator, responds, “I’m stared at but it doesn’t bother me.
Nor does it bother the freaks when they are stared at on their way to the bank to deposit the $100,
$150, $250, and even $500 per week that some of the more sensational human oddities receive
for their showing in the sideshows” (Hartzman 4). For the people who chose to earn a living at
the sideshow, such as Harvey Boswell, it was their right to make that choice. Even more pointed,
are the comments by sideshow insiders. Showman Bobby Reynolds adds, “Today, if you’re a
mutation of sorts, the biggest thrill you get out of life is opening up the mailbox and getting a
check from the government. Or they put you in an institution. When we had them out, people
would say, ‘Oh, you took advantage of those people!’ We didn’t take advantage of those people.
They were stars! They were somebody. They enjoyed themselves” (Hartzman 5). These are all
valid points of view that need to be considered within their individual and historical contexts.
Ultimately, this comes down to the freedom of each individual regardless of outside perceptions.
Despite these debates, the gaze is seen as a weapon and the screen becomes a trap for the
gaze. In film, the screen deceptively masks the real appearance and presents a scopophilic point
of view. Lacan refers to the object petit a as any object which sets desire in motion and
constitutes a lack such as a woman in a film or performer in the freak show. The scopic drive
turns a subject into an object through the gaze. Garland-Thomson describes the male gaze as, “A
position of privilege in social relations, which entitles men to look at women and positions
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women as object of that look” (41). But Garland-Thomson also describes several other types of
“looks” in her book Staring: How We Look. She details the difference among the colonizing
gaze, the mobilizing gaze, and the clinical gaze in an expansive view of how vision shapes our
perceptions and how larger systems of power and technology also contribute to how we look at
ourselves, others, and the world around us.
Garland Thomson’s colonizing gaze is similar to the male gaze and gendered looking
(42). The colonizing gaze is at work during social events, which she labels as “collective social
staring rituals” and includes Worlds Fairs and Expositions, museums, freak shows, and drag
shows. Garland Thomson also includes National Geographic magazine in this social ritual even
though magazine viewing is more of an individual activity. The focus here is more on the content
of National Geographic as opposed to large-scale events and venues capable of accommodating
hundreds if not, thousands of people at once. As a further clarification, Garland Thomson
references Edward Said’s description of cultural others and the unfamiliar as exotic Orientalism
(42). Any place to the East is considered the Orient and it situates the West as the origin and
center of the world, which creates a dominate narrative of the colonizer and all else as a
fantastical, exotic “edge of the world” (42). Said asserts, “In a quite constant way, Orientalism
depends for its strategy on this flexible positional superiority, which puts the Westerner in a
whole series of possible relationships with the Orient without ever losing him the relative upper
hand” (Harrison et al 1009). The West as the center of the world is a construction of colonialism
whereas the East, because of its distance from the center, is held in various esteems; a place to
explore, a place to occupy, the exotic, less important, and not the “norm” of the Western world.
In addition to Said, Garland Thomson invokes Fanon and quotes, “the racist stare seals his
identity as Black” (42). However, Garland Thomson, who is an activist and has written several
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books on disability rights, suggests there is a hierarchy between Blackness and ability or
disability when she compares, “In his antiracist effort to neutralize Blackness, Fanon recruits
disability as the true mark of physical inadequacy from which he wishes to differentiate racial
marking…so while Fanon avows ‘the Negro is not’ deserving of subordination, he suggests that
‘cripple is” (42). In Black Skin, White Masks, Fanon is direct and unwittingly clear about the
manifestation and effects of colonization and racism on the entire world. To differentiate
between levels of exclusion misses the point of all exclusionary and binary behaviors. In fact, I
reason that Fanon provides sound guidance here when he proposes, “Is there in fact any
difference between one racism and another? Don’t we encounter the same downfall, the same
failure of man?” (67). A determination of which exclusionary practice is worse than another,
points to the failure of all of society to address and subsequently remedy such exclusionary
practices. It is a mark on us all.
News of exclusionary practices in today’s world circulate faster than ever because of
technology and media. Technology has enabled us to plumb the depths of our oceans, inside our
bodies, and outer space. Garland Thomson refers to the “mobilized gaze,” first coined by Anne
Friedberg (1993), where machines enhance our vision and “extended our eye from the immediate
surroundings to the previously hidden interior of the body, the edge of the universe, the bottoms
of the sea, or any place on earth” (38). As technology advances, we possess the exponential
ability to see farther and deeper. Access to these resources may be limited by ability and
economics. Jonathan Crary’s Techniques of the Observer: On Vision and Modernity in the 19th
Century follows the development of “subjective vision” by a “new kind of observer” (5). Crary
explains, “A physiological subject who will be described in increasing detail by the empirical
sciences in the nineteenth century and an observer posited by various ‘romanticisms’ and early
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modernisms as the active, autonomous producer of his or her own content” (4-5). According to
Crary, “Kant’s Copernican Revolution of the spectator” and Goethe’s study of the afterimage
mark two significant shifts that lead up to subjective vision and this new kind of observer. This
represents an activation of the mind through Kant and the activation of the body with Goethe.
Karl Jaspers confirms, “No longer, as in all previous conceptions, do concepts take their
form from objects; now, on the contrary, objects take their form from concepts” (91). This
radical shift, which Kant himself calls the “Copernican Revolution,” links the appearance of
objects to the perception of the spectator. In other words, the mind shapes the perception of
reality instead of being a passive receptacle, which receives what is given to it by exterior objects
or metaphysical forces. The examination of the mind or what Kant terms mental faculties,
provides more concrete evidence of reality as opposed to any metaphysical speculation. The
mind observes phenomena and it is how we gain knowledge about the world whereas noumena,
nature or god, is unknowable. Man, human reasoning, or the spectator, is placed at the center of
the universe. Copernicus establishes the centrality of the sun in opposition to the centrality of the
earth and places man further from the center. The centrality of vision to perception and
knowledge creates a new organization and subject position and according to Crary, “In the
aftermath of Kant’s work there is an irreversible clouding over of the transparency of the subjectas-observer” (5). Vision shifts from the study of light and optics to an “interrogation of the
human subject” (Crary 5). Subjectivity is unstable as are the variations of perceptions with each
person. This has negative implications for producing a stable and reliable base of knowledge. If
phenomena are all that we can know and the mind shapes the perception of reality, reality is
subjected to constructed and potentially false forms of knowledge as we have seen in our earlier
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discussions on language and stereotypes in relation to the freak show, women, and other
minorities.
This ties into a form of truth that is furthered by Goethe’s optic experiments with the
phenomenon of the afterimage. A fatigued eye spontaneously generates the afterimage after
staring at color or image and the afterimage manifests as a ghost image in the opposite color for
short amount of time afterwards. According to Crary, this was a significant moment, because the
body becomes “active” and a “producer of optical experience.” Additionally, this is “key
delineation of subjective vision” (4). The importance of the body as producer creates what
Goethe’s declares as optical truth (Crary 9). Vision and its enhanced assistance from various
optical devices as mentioned by Crary and Garland Thomson, begin to abstract the body. Crary’s
main concern is “how some of the optical devices that spawned a new mass visual culture in the
nineteenth century are inseparable from the new normative sciences of the observer and seeing
the body” (15). Like Haraway, Crary questions the objectivity of the observer and the
repercussions of a visually obsessed culture. Crary’s use of the word “spawn” reflects a
uncontrollable and significant rise in the popularity of this new mass visual culture. Benjamin
also observes, “Day by day the need becomes greater to take possession of the object—from the
closest proximity—in an image and the reproduction of the image” (Crary 29). The reproduction
of the image through technological advances allows the possession of the object and an extension
of the gaze. Optical devices present a boundary defying magnification and penetration of the
body and their usage becomes blurred between the science of the observer and visual culture as
generators of knowledge, truth, and desire. These observations lead to categorizations of what is
normal and what is abnormal in the assessment of culture and can inadvertently allow for further
distancing and objectification of the body. It is also important to note that this is not a guarantee
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of objectification and in cases of, for example, x-ray analysis, an objective analysis is crucial to
the medical understanding of the body of the individual in diagnostic procedures.
Many have philosophically questioned the mind and body as active generators of
knowledge and truth, but Michel Foucault has a particular relevance to our topic of the sideshow
and the creation of normality. Crary tells us, “As Foucault and others have shown, the ‘scientific’
assessment of ‘normality’ in medicine, physiology, and other fields became central to the
accumulation of knowledge about individuals—whether in medicine, psychiatry, child
psychology, the rationalization of labor and education—and thus essential to the exercise of
power” (14-15). This accumulation of knowledge is a direct result of the increased observation
and scrutiny of the body. The undeniable advances in medicine and other fields are no doubt
beneficial to humankind however, the objectivity of the observer has inadvertently reinforced a
hierarchy of knowledge, power, and the construction of “norms” in society, which has had
negative consequences for any one or thing that falls outside of societal norms. Garland
Thomson observes,
Like the pre-Reformation church, scientific knowledge is practiced by elites, and
the world of science is disseminated by experts. A form of institutional vision,
medical scientific looking can be wielded only by those with the appropriate
authority and credentials. As such, it differs from the more egalitarian seeing
directed at one another to which we have access in daily life. (29)
This is a direct reference to Foucault’s History of Sexuality. During the nineteenth
century, those who are outside of the norms of accepted society occupy spaces of tolerance,
according to Foucault, such as the brothel and mental hospital and include prostitutes, client,
pimps; psychiatrists, hysteric, “other Victorians” (4). “Other Victorians” includes anyone who
falls outside of the boundaries of Victorian upper class and includes the deviant, the malformed,
the madman, and the working class. The industrial revolution created a middle class but the
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working class had little rights and poor living and working conditions. Outside of these spaces of
tolerance, freak shows where mobile and traveled from town to town. Spaces of tolerance also
refer to places within a town or city where these “others” were not tolerated. These spaces of
tolerance essentially cleanse the town or city and this is also evidenced by public housing for the
poor working class that is separate or distanced from middle and upper-class housing. Adams
says, “Whereas the freak show paraded the deviant body for all to see, the institution concealed
abnormality from view… [the institution] also cleanses public spaces of the indignant, the
insane, and the disabled” (15). Adams’ reference to Foucault points to the limited rights of
people with “abnormalities” and control of both the body and mind of individuals deemed
abnormal. In the opinion of a performer, Esther Blackmon (1926-2003) “the Alligator-Skinned
Lady,” who wrote to Amusement Business, explained,
I entered the business at age fifteen, and until that time I was a real ‘freak,’ a
misfit among normal people, not accepted anywhere at schools, socials, or the
business world. Once I was introduced to show-business, however, life changed
for me, and I was able to become a happy, adjusted person. I own my own home
and I have not done this through welfare checks or charity but through my own
labors. I only hope I can live out the rest of my life with the dignity and the
meaning that show business has given me. (Stencell 205)
Amusement Business was the only publication exclusively covering theme and
amusement parks for 111 years, which featured industry voices, but the trade publication folded
in 2006. Mid-century, Stencell reports, “The Raleigh News and Observer commented, ‘We have
learned there are more human means for (the malformed) to earn a livelihood and contribute to
the world than being gawked at for profit.’ However, the paper didn’t suggest any. The
politicians and the media never asked the freaks—you had to read the weekly Amusement
Business to hear their voices” (Stencell 204-5). Note the use of the word “malformed” by the
Raleigh News and Observer. Malformed implies a lack or a sense of incompleteness in formation
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that is based on a standard form, a norm for the human body. Another insider, Johnny Meah,
sideshow banner painter and self-made freak claims, “Uninformed as the sideshow people
contained within these pages may have been, they were a reasonably happy, well-adjusted group.
For the time slot they occupied in history they were self-sufficient and far better off than their
counterparts who were often hidden away in the family attic. Titles did not offend them. Their
titles were, in fact, their passports to a better-than-average income” (Johnson et al 6). Here, the
construction of language equals more income for an individual performer. The sideshow, as
mentioned in chapter two, provides a sense of camaraderie, acceptance, and freedom that
“normal” society did not readily provide. Language plays an important role in the title of a
sideshow performer and the title had a direct correlation to their rate of success and popularity in
the freak show. The sideshow banner is the advertising artwork that lures an audience to the
show from across the midway and plays another role according Jim Secreto, banner painter.
Secreto reveals,
In viewing circus and sideshow banners we experience a glorification of the
ordinary or NORMAL at the expense of the weird and grotesque, of obese people
and other strangers. It is an upside-down world—a place of fear…now we can
retreat to our bungalows, flats, or apartments safely having escaped the abnormal
and welcome our place in the solid scheme of things. The nightmare is over.
(Randy, et al 90)
The larger than life sideshow banners exaggerate the abnormal and in turn glorify the
normal. The exaggeration of the banners is no different than the claims of contemporary
advertising and its history. Lisa Stone and Randy Johnson respond to the use of language and the
turn towards political correctness during the 1980s and 1990s. They concede:
It’s comforting to think you’re normal, and it does much to stay back the demons,
because being human comes with a price—history, imagination, fate, and the
unexpected. On the other, you’ve got your Freaks, Geeks, and Strange Girls.
These descriptions, used freely in the past, conceptualize social attitudes towards
“things,” mostly real people, who were placed on display for the shock, revulsion,
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and/or amusement of observers who believed that they themselves were normal,
in fact, they were dead-sure of it. Words like freaks and geeks are now taboo.
We’re not allowed to say them, though by not saying them the social history they
transmit has not been erased entirely. Visual art forms more easily sidestep the
caprices of language restraints, reflecting cultural undercurrents of the moment.
(11)
The circus or sideshow becomes its own nomadic space of tolerance where people pay to
see the abnormal, the extraordinary, and reinforce their own normality. However, sideshow
performers saw themselves as normal. The word freak has again transformed into a proud slogan
freely used with pride for contemporary sideshows. The importance of this discussion reinforces
how representation in language and its connotations give people the right to exist in an inclusive
manner in society. Language shapes culture. One contemporary expansion of language in the
United States, rests upon the example of gender neutral pronouns. At one time, written language
only utilized androcentric references instead of he and she. Now, an expansion of language,
allows individuals who do not identify with the gender binary, the right to be addressed by their
preferred gender neutral pronouns. On November 13, 2017, the New York Times announces that
the Metropolitan Transportation Authority (MTA) will now use gender neutral language in their
announcements instead of “ladies and gentlemen” in an effort to be more inclusive (Wolfe).
Normality designates an average or an agreed upon set of customs but sometimes, it can also
create a power dynamic that can negatively affect the people who are the most marginalized in
society.

3.5 Monologic Power Structures
In the History of Sexuality Foucault explores the discourse on sexuality, which returns us
to language and how language influences “polymorphous techniques of power” (12). Foucault
details the administration of power through sex and defines what is licit versus illicit and

166
permitted versus forbidden. The key aspect in this discursive explosion of sexuality is who gets
to speak about sex, who gets to interpret what is spoken, and the “institutions, which prompt
people to speak about it” (Wilcken 11). As a result, modern society is peculiarly “dedicated to
speaking about sex ad infinitum while exploiting it as the secret” (Foucault 35). Foucault also
blames European, nineteenth century bourgeois society, or the West, for being the only
civilization to, “practice a Scientia Sexualis and for telling the truth of sex which are geared to
form a knowledge-power” (Foucault 58). Unlike other societies who possess an ars erotica, the
confession of sexuality is managed and administered through science and the gathering of data
for economic and political purposes within a power structure called a dispositif. Under the guise
of freedom, confession is a power technique in the dispositif to gain knowledge-power. In fact,
Foucault reveals, “Confession frees but power reduces one to silence; truth does not belong to
the order of power but shares an original affinity with freedom” (Foucault 60). For Foucault,
outside of brothels and mental hospitals, modern Puritanism imposed “triple edict of taboo,
nonexistence and silence” (Foucault 5). There is a sense here that brothels and mental hospitals
are also spaces of containment or variation and are paradoxically also within the dispositif.
According to Foucault, the discourse on sexuality is not repressed but permeates all
aspects of society. Why sexuality? Foucault claims there are multiple reasons: “ensure
population, reproduce labor capacity, perpetuate the form of social relations” (37). The entire
population becomes medicalized. Similarly, Haraway claims, “Science is about knowledge and
power” (43). Foucault’s main concern is to “locate the forms of power, the channels it takes, and
the discourses it permeates in order reach the most tenuous and individual modes of behavior, the
paths that give it access to the rare or scarcely perceivable forms of desire, how it penetrates and
controls everyday pleasure” (12). These techniques of power go beyond the self-other dichotomy
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and are distributed within educational, medical, and criminal justice institutions. During the
eighteenth century, the first great power innovation saw “population as an economic and political
problem” (Foucault 25). These monologic power structures are easily concealed under the guise
of recording and tracking knowledge through data such as wealth, health, or education to track
growth and all resources, including people. Foucault labels this recording and tracking of
information as the “will to knowledge” and he endeavors to reveal how the will to knowledge
“serves as both their support and their instrument” (12). The History of Sexuality is particularly
important to our topic because it details the creation of norms through the collection of
information by large power structures and because of the association of freaks as “abnormal.”
Adams in a critique of Fielder argues, “For Fielder, freaks are inherently sexualized, for they
evoke submerged desires that are otherwise available only in fantasies. In particular, they stir
longing for union with an alien Other (152). Freaks as the embodiment of submerged desires is
based on the psychoanalytic idea of a taboo, an interaction with the abnormal, or something that
is forbidden or abnormal in itself. Foucault also tells us, “Later, these same mechanisms became
anchorage points for different forms of racism in the nineteenth and twentieth centuries (26).
However, these taboos reinforce boundaries, objectification, and false constructions of reality
when “normates” fail to see the individual humanity of each performer beyond the performance
on stage and as a result, participate in exclusionary practices.
Stencell provides a specific example of how government and institutional policy
negatively affected freaks. He reveals,
The U.S. government’s stance on freaks when putting together the unemployment
tax and social security act in the mid-1930s, was strange. Workers on percentage,
like talkers, had to pay, while freaks and acts making their living from unusual
feats were exempt. Oddities finding themselves out of work could not expect to
obtain employment through regular state or federal channels. One state classified
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‘freaks’ as sick people afflicted with illnesses, and therefore exempt from
benefits. The government simply believed freaks were unemployable. (199-200)
Although the circus and sideshow was one of the only ways to provide a living or to pay
off medical bills, social challenges loomed large. In another example researched by Stencell:
Willia Jones McCarther gave birth to conjoined twins who were joined together at the head.
After her refusal to have the twins institutionalized, “she placed them on exhibition to pay off
medical bills” (200). They lived for several decades, attended community college, and died at 43.
The sideshow was a path for a better life. For Percilla “The Monkey Girl” and other people with
significant physical anomalies, dining out or walking to a store were not only a challenge but
also potentially life threatening. Stencell tells us, “The house trailer was not only the best thing to
happen to outdoor show folks in the twentieth century, but a lifesaver for freaks” (203). The
house trailer provided privacy, safety, and mobility and “without the prying eyes and jests of the
public” (Stencell 203). Stencell’s comments reveal a constant problem with the public’s behavior
and their dehumanizing gazes, which taunt and infringe upon the safety and rights of people who
have different formations of the body. The house trailer not only becomes a home but also a
necessary private sanctuary for basic human needs such at eating, sleeping, and using the
restroom without the fear of prying eyes or for your safety whereas the remainder of society
utilized the house trailer as a mobile vacation home on wheels.
The economic and political advancement depended on the population and labor capacity
needs during the Industrial Revolution in the nineteenth century. Factories needed a healthy work
force to ensure the greatest labor capacity and profits. As a result, sexuality is employed as a
dispositif or apparatus that needs to be managed and administered and whose procedures include
the recording and tracking of birth and death rates, life expectancy, fertility, state of health,
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illness frequency, patterns of diet and habitation (Foucault 24). Others such as Haraway,
investigate how “modern biology constructs theories about the body and community as capitalist
and patriarchal machine and market” (44). The criminal justice system, medical system, and field
of psychiatry also create discourses on sex, which clearly detail every possible deviation and an
oppositional binary that defines a “norm” of sexuality through various institutions, which has had
lasting implications in twenty-first century. It is during this time were a “norm” of sexual
development was defined and all possible deviations were documented in detail through
pedagogical controls and medical treatments (Foucault 36). The body and sexuality becomes an
object of surveillance through: schooling, politics of housing, public hygiene, institutions of
relief and insurance (Foucault 126). Monogamous heterosexual couples became the standard
norm in opposition to “unnatural” sexual behaviors. Rape and incest were part of these unnatural
sexual behaviors, and rightfully so, but so was homosexuality. Ward Hall, the oldest living
showman from the heyday of sideshow and owner of the World of Wonders, relays a relevant
story in King of the Sideshow, Ward Hall: The Official Biography by Tim O’Brien. In 1964,
Ward and his partner Harry were running the Nate Eagle sideshow for Ringling Bros. and
Barnum & Bailey Circus in New York City. Ms. MacGregor, a genuine bearded lady, left the
Nate Eagle after not making enough money from photo sales, skipped out on her hotel bill, and
left Ward and Harry with the bill. The following year, Bernie Rogers replaced MacGregor and
she sent a letter alerting the New York City Police about Bernie Rogers because he was a female
impersonator. The police arrived with a warrant for Rogers, a drag queen known as “Brenda
Beatty the Bearded Lady.” At the time, it was illegal to perform in drag in New York City and
the police asked, “Is the bearded lady a female impersonator?” (94). The following reply, which
may be slightly exaggerated in true sideshow fashion, is worth reading for its comic value and
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relevant questions. Similar questions are lobbed today at the transgender community and are
regularly seen an invasion of privacy.
Eagle: If she tells me she’s lady and she looks like a lady, that’s good enough for
me. (He pointed to Dottie Williams who was working in the office.) She looks
like a woman. She told me she is a woman and she dresses like a woman. Now
sir, you look like a man, but don’t be dropping your pants because I don’t want to
see if you are a man.
Detective: (laughing) “Doesn’t the circus close in five days?”
Eagle: Yes, it does.
Detective: Good. I will write a letter to Ms. MacGregor telling her we are looking
into it, and by the time she received the letter, you’ll be gone and we will consider
this a closed case. (94)
Surely, MacGregor’s letter to the police was a form of retaliation, however, the larger
issue to note is the illegality of drag performances and female impersonation. Performances and
performers who blur the strict binary lines of male and female have been a staple of the sideshow
since it began. The earliest law against cross-dressing in the United States was created in
Columbus, Ohio in 1848, forbidding people from appearing in public “in a dress not belonging to
his or her sex” and it was only overturned in 1974 (pbs.org). Laws that forbid wearing the
clothing of the opposite sex were also utilized during the civil war to keep women in their place,
albeit not always very successfully. In Miami, Florida, a 1952 law “solely forbade female
impersonators” while other laws addressed “immoral dress.” A PBS New Hour articles states,
“In effect, the anti-cross-dressing laws became a flexible tool for police to enforce normative
gender on multiple gender identities, including masculine women and people identifying as
transgender or gender non-conforming” (pbs.org). Anti-cross-dressing laws became an
instrument with which to enforce gender “conformity.” Other institutions and society reinforced
the normative heterosexual boundaries and it is exactly what Foucault claims is part of the
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polymorphous techniques of power. These polymorphous techniques of power placed
heteronormativity as the dominant code for society. Today, in most of the United States it is
difficult to imagine the existence and enforcement of these laws, yet the bias towards anyone
who does not conform to the strict boundaries of a binary gender system faces varying
repercussions from the dominant heteronormativity. Foucault traces the beginnings of this
narrative as well as its tools to the Middle Ages.
Since the Middle Ages, Foucault claims, “Confession became one of the West’s mostly
highly valued techniques for producing truth either wrung from a person by violence or threat
when it is not spontaneous or dictated by some internal imperative” (Foucault 59). Confession
reveals societal taboos and allows the inventory and categorization of information, first and
foremost under the onus of religion. With an initial introduction from Christianity centuries
earlier, we are now oblivious to confession as technique of power and it is an inherent part of
life. As the United States becomes less religious, I assert that confession, as a tool, has shifted to
our daily dose of media. Reality TV, all talk shows, news media, and social media are based on
confessions regardless of whether the confessions are true or not. References abound that
compare all of these media forms with their origins to the nineteenth century freak shows
(Johnson et al 1996, Adams 2001, Chemers 2008, Garland Thomson 2008, Stencell 2010,
Hartzman 2005, etc.). Foucault claims, “At least we invented a different kind of
pleasure…pleasure in truth of pleasure…pleasure in discovering and exposing it” (Foucault 71).
There is an obsessive need to know the truth or uncover a mystery. This defines both the
paparazzi and selfie culture of today’s media-centered world. Part of this curiosity is what also
sells the sideshow as well as many other forms of entertainment and news. Sex then becomes a
“problem of truth” and confession is a method for obtaining truth (Foucault 56). Foucault
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focuses on the “relations of sex” in society such as kinship, marriage, and capitalism where the
structure determines marriage relations. In particular, Foucault’s “Repressive Hypothesis” starts
with a genealogy that designates the seventeenth century as the beginning of repression and after
three centuries, results in a discursive explosion of sex through language (Foucault 20).
However, Foucault goes beyond the subject-object relationship by defining a larger power
structure called a dispositif or disposition. A dispositif can also be an apparatus. For example, the
English language translation of Agamben’s What Is An Apparatus? alludes to an “apparatus” as
something tangible whereas dispositif captures the abstract structure of power that subjectivates
humans and reverses the notion that humans are in control. One of the most ancient apparatuses
is language (Agamben 14). Agamben’s hypothesis is that “dispositif, or ‘apparatus’ is a decisive
technical term in the strategy of Foucault’s thought” (1). Although, Foucault does not use
dispositif in the History of Sexuality, he does use the word positivité or “positivity” in his books
written in the 1960s. These terms are somewhat interchangeable and Agamben points out that
Foucault never really gives specific definitions to any of these terms. Agamben, however, further
describes a dispositif as a network that includes anything linguistic and nonlinguistic, discourses,
institutions, buildings, laws, police measures, philosophical propositions, etc. There is always a
concrete strategic function “located in a power relation” that “appears at the intersection of
power relations and relations of knowledge” (2-3). This list details almost all aspects of society
and almost all forms of communication and knowledge. Everything is interconnected and the
network has certainly expanded with our use of computers, the Internet, smart phones, and the
internet of things. Additionally, a dispositif and “every apparatus implies a process of
subjectification, without which it cannot function as apparatuses of governance, but is rather
reduced to a mere exercise of violence” (Agamben 19). Even though a subject is within a system
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of power and is “subjectivated” by the system, the system has more flexibility to shift based on a
choice made by the individual. Agamben claims, “On this basis, Foucault has demonstrated
how,…apparatuses aim to create through a series of practices, discourses and bodies knowledge–
docile, yet free, bodies that assume their identity and their ‘freedom’ as subjects in the very
process of their desubjectification” (19-20). The choice allows for flexibility as “freedom” and
this initiates the process of desubjectification.
Judith Butler focuses on the dispositif imposed upon gender in Gender Trouble. Butler
calls into question the dominant heterosexual frame and phallogocentrism and declares gender as
performative because of these societal “norms.” There is no essential essence of gender but a
constructed set of rules based on a power structure. The power structure is also enforced by
language but Butler asserts, “I am not outside the language that structures me, but neither am I
determined by the language that makes this ‘I’ possible” (3). Gender is performed through
discourse but not solely determined by it. Jacqueline Rose also points out how “the construction
of a coherent sexual identity along the disjunctive axis of the feminine/masculine is bound to
fail” (Butler 39). This assumes that there is a coherent sexual identity when gender is understood
more as a spectrum today. The strict binary does not take into consideration the differences
among gender identity, sexual identity, and biological gender. Butler contends, “Foucault argues
that sexuality is always situated with the matrices of power, it is always produced or constructed
within specific historical practices, both discursive and institutional, in that recourse to a
sexuality before the law is an illusory and complicitous conceit of emancipatory sexual politics”
(132). Nowhere is this more evident than the presumption that all possible sexuality has
masculine libido at its source (Butler 72). Haraway, in her study of male bias in science reveals,
“dominance as a drive was not sex specific, in Yerkes’ opinion. It was the organism's basic
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hunger for social status…. Men and women it might be expected to become creative leaders with
approximately equal frequency” (53). Garland Thomson sees the limitations of a gender binary
because it is always hierarchical (32). However, Agamben details some key difference in current
capitalistic system. He claims that the processes of subjectification-desubjectification do not give
rise to a recomposition of a new subject. The example he cites is the telefonino. Agamben
asserts, “He who lets himself be captured by the ‘cellular telephone’ apparatus…cannot acquire a
new subjectivity…but only a number through which he can, eventually, be controlled” (21). Cell
phones and media are literally seen as apparatuses of control according to Agamben. Do we use
the cell phone or does the cell phone use us? In a capitalistic society, the methods and means for
control are vast. The cell phone as a tangible apparatus captures people in an abstract dispositif
of power because of near constant cell phone use. With the proliferation of smart phones, the
constant use of our devices is a signal of an expansion of the means for control.
Prior to the proliferation of smart phones and our devices, Jean Baudrillard speaks of the
“murderous power of images” as “murders of the real” (5). Images no longer refer to the true or
the real but to a simulation or a representation of the real. This is what Baudrillard describes as
the precession of simulacra and states, “It is no longer a question of imitation, nor duplication,
nor even parody. It is a question of substituting the signs of the real for the real” (2). Parody,
duplication, and imitation are some of the hallmarks of Postmodernism but the precession of
simulacra is different because it goes even further. Parody, duplication, and imitation are
detectable, simulacra is not, and only refers to itself in an endless chain of signs. A simulacrum
as Baudrillard defines, begins in the Postmodern, and the simulation murders the real because the
artificial representation only refers to other signs. Baudrillard makes a further distinction, “To
dissimulate is to pretend not to have what one has. To simulate is to feign to have what one
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doesn't have. One implies a presence, the other an absence (4). Simulacra are the sign shell
games that never end. Signs and their constructed meaning and worth replace their physicality or
materiality. Or as Bifo Berardi describes in After the Future, “In the video-electronic sphere,
images are no longer a pure representation of reality, they become simulation and
psychophysical stimulation of the social brain, taking central place in the world of the
commodity” (100). This describes the phenomenon of semiocapitalism. In a semiocapital
society, signs are exchanged for signs and its exchange value instead of its use value. The higher
the worth of the sign, the higher the exchange value because the sign defines one’s own “higher”
worth and this is radically different than a product’s usefulness to one’s daily life. Berardi
explains, “This is why we can speak of semiocapitalism: because the goods that are circulating in
the economic world—informational, financial, imaginary—are signs, figures, images,
projections, expectations” (100). None of these are based on physical or material things in the
real. This leads people to participate in a system where the consumption of signs attempts to
substitute human interaction for a fulfillment of the self that never arrives. Semiocapitalism and
mass media perpetuate themselves and distract individuals by keeping them in the system.
Berardi observes, “The proliferation of simulacra in the infosphere has saturated the space of
attention and imagination. Advertising and stimulated hyperexpression (‘just do it’), have
submitted the energies of the social psyche to permanent mobilization. Exhaustion follows, and
exhaustion is the only escape” (136). Consider the notion of “sleep mode” by Jonathan Crary in
24/7. Crary describes, “The notion of an apparatus in a low-power readiness remakes the larger
sense of sleep into simply a deferred or diminished condition of operationality and access. It
supersedes an off/on logic, so that nothing is ever fundamentally ‘off’ and there is never an
actual state of rest” (13). The innocuousness of “sleep mode” transforms into a sinister device of
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control that colonizes sleep as the last place that was free from our conditions of existence in
hyperconnected world. Crary’s use of the term “apparatus” has a dual meaning in that first the
cell phone is a tangible device and secondly, it is also part of an endless power structure that
monitors, controls, manipulates, informs, and surveils our lives through a variety of alerts, apps,
and activity tracking.
Crary’s “sleep mode” reference is parallel to what Bifo Berardi calls the “cellularization
of labor” (5). Berardi’s cellularization of labor is the gross extension and exacerbation of
Agamben’s warning about media; cell phones and television. According to Berardi, the network
has expanded into an exploitive digital network of temporary work and the infolaborer is only
paid for his cellular time or the entire day (5). Crary also tell us, “24/7 is a time of indifference,
against which the fragility of human life is increasingly inadequate and within which sleep has
no necessity or inevitability” (9). Sleep is the only part of our lives that is free from capitalism
yet on the whole, most Americans are getting less and less sleep. Now, a new threshold in the
labor market has been reached that is distinctly different from modernity during the Industrial
Revolution. Berardi warns,
During modernity, the industrial labor force was composed by persons, bearers of
individual ability to perform tasks, and also bearers of physical needs and political
rights, like the right to unionize, negotiate, and strike. Today, the labor force can
be described as a sprawl of nervous energy, of depersonalized time available to
cellular recombination. This time has been fractalized and compatibilized and so
made recombinable. In order to interoperate, the individual mind has to become a
cell of the networked mind, a compatible fractal: this implies a technological
mutation but also a psychic mutation of the living mind. (130-31)
Smart phones and our devices are much more capable than their telefonini predecessors.
Evidence of their impact is seen all around us because we are a cell phone nation. Berardi
describes:
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Everyone wears headphones, everybody looks at their cellular device, everybody
sits alone and silent, never looking at the people who sit close, never speaking or
smiling or exchanging any kind of signal. They are traveling alone in their lonely
relationship with the universal electronic flow. Their cognitive and affective
formation has made of them the perfect object of a process of desingularization.
They have been pre-emptied and transformed into carriers of abstract fractal
ability to connect, devoid of sensitive empathy so as to become smooth,
compatible parts of a system of interoperability. Although they suffer from
nervous aggression, and from the exploitation that semiocapitalism is imposing on
them, although they suffer from the separation between functional being and
sensible body and mind, they seem incapable of human communication and
solidarity; in short, they seem unable to start any process of conscious collective
subjectivation. (132)
Everyone is connected all of the time. People are oblivious to their surroundings in favor
of a screen that mediates and acts as their window to the world around them. Agamben spoke of
the singularization, the “whatever” of the coming community, where a common identity was
unnecessary for “membership.” Berardi’s reference to desingularization attests to an incapability
of disconnection from the network where everyone is a replaceable cog. A common identity is
unnecessary because each person becomes tool, an anonymous part, or a use-value, in the
network. The constant contact has reduced and almost decimated their ability to communicate
and self-advocate. Berardi reveals,
Language is made precarious, frail, unable to grasp the emotional meaning of
words. Actually, the generation that is now entering the social sphere seems
psychologically frail and are scarcely fit to link emotion and verbal exchange. The
huge multiplication of tools for communication, the digital saturation of the
infosphere, has dramatically reduced the space and the times of bodily
interactions between persons. (131)
There is a lack of communication, a lack of knowing how to communicate that was
inherent to person-to-person interactions, which is in stark contrast to a Bakhtinian dialogic.
Inhuman devices fail to socialize for person-to-person contact and leave the next generation
lacking in interpersonal skills and resiliency. Berardi attributes this communication breakdown to
our reliance on the infosphere and as children enter the infosphere at a younger and younger age,
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this fundamentally changes our ability to socially interact. Or in other words, “Language
undergoes a mutation, which is both technological and psychic. In the human psyche, as Freud
says, the access to language has much to do with affection and primarily with the body of the
mother” (Berardi 131). Berardi then questions, “What happens to the linguistic relationship
between the mother and child when the infosphere is saturated by infostimuli and the mother’s
presence becomes so scarce?” (131). The implication here is that as children are exposed to our
smart phones and digital devices as entertainment instead of person-to-person contact and child
rearing, key social and linguistic milestones are not learned. Berardi’s reference to mother and
child is a reference to Lacan’s idea of the symbolic and the formation of subjectivity through
language. Nevertheless, children are increasingly socialized through screens and the machinic
environment is not substitute for face-to-face human socialization through language. The use of
screens and devices, which connects to both Lacan’s and Mulvey’s ideas regarding the screen as
a trap for the gaze and creates the potential for objectification beyond socialization through the
use of language. In regards to the sideshow and this discussion, Adams adds,
Film theory is a useful point of entry for understanding the shifting contours of
reception, for it provides the most sustained consideration of the random ways in
which any given spectator will identify with, repudiate, or otherwise respond to
narrative cinema. Yet such theories have only limited ability to account for live
performance. Only during a live encounter can the viewer’s response register and
alter the course of dramatic action. (171)
The screen can act as a mirror that reinforces our own echo chambers but the person-to
person encounter, such as a live performance or an actual conversation, has an entirely different
dynamic that desponds on response, listening, participation, and communication. Crucially, the
live encounter can initiate change and interaction with the potential for empathy to arise.
Certainly, Berardi’s cellularization and Crary’s 24/7 refers to the infiltration of the boundary free
areas of our work, our leisure time, and our sleep time because of our networked devices. But if
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we take even one aspect of cellularization, such as the social network Facebook, one can see
some similarities. For example, take the number of news stories regarding FaceBook algorithms;
“Facebook Echo Chamber Isn’t Facebook’s Fault, Says Facebook” (Wired), “Facebook says its
algorithms aren’t responsible for your online echo chamber” (Verge), “Facebook study shows
that you — not an algorithm — are your own worst enemy” (Mashable), and, most important to
our discussion, “Facebook Said Its Algorithms Do Help Form Echo Chambers. And the Tech
Press Missed It” (HuffPost). One particular paragraph highlights how we are mostly unaware of
the ways in which media and power grant access or control what we see. Author Zeynep Tufekci
reveals,
Many people are not even aware of the degree to which these platforms are
algorithmically curated for them. A recent study found that 62 percent of the
participants in one study had no idea that their Facebook feed was not everything
that their friends posted. Some had been upset that their friends were ignoring
them when, in fact, it was the algorithm that had hidden their updates. And
companies with money can pay-to-play and force themselves into your feed.
(Tufekci)
On the other hand, FaceBook engineers claim, “We don’t want to have editorial judgment
over the content that’s in your feed... You’re the best decider for the things that you care about”
(HuffPost). Much of the media coverage points to the user and their behavior, which removes the
blame from the algorithm. With further analysis, Tufekci also reports,
The study found that the algorithm suppresses the diversity of the content you see
in your feed by occasionally hiding items that you may disagree with and letting
through the ones you are likely to agree with…Overall, this confirms what many
of us had suspected: that the Facebook algorithm is biased towards producing
agreement, not dissent. This is an important finding — one you may have
completely missed in the press coverage about how it’s all your fault. (HuffPost)
It is also important to note that the study only focuses on four percent of users.
Additionally, it is unclear how much of their research done on users is made public. Regardless,
there is at least the possibility that the content is controlled because it ties into revenue for
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advertising. This simulation of diversity is far from the polyphony of multiple perspectives when
content is clandestinely curated. In the previous chapter, we have seen how Bakhtin emphasizes
the importance of engaging with multiple perspectives so that we do not get stuck in the echo
chambers of our own minds. Although, our access to information is unprecedented and the speed
with which it can reach almost anyone in the world is a true marvel of innovation, it is important
to acknowledge that it has become more difficult to discern which information or perspectives
are real or simulated in the media, hence the notion of simulacra. Outside of this specific social
media platform, a majority of our daily lives involve extended screen time, which affects how we
relate to one another as human beings. The crucial person-to-person interaction that is so
important in communication skills is akin to the co-authoring of the dialogic, as Bakhtin’s
emphasis is on communication and not language alone. Communication is what shapes and
educates social behaviors. The self-other coauthoring has broken down because of
desingularization, exhaustion, and the potential for objectification. Posthumanism has given way
to a twisted form of transhumanism because of our constant connection to a network yet our
bodies and minds have not superseded the limitations of our physical embodiment. In 1990, Max
Moore loosely defined transhumanism as, “A class of philosophies of life that seek the
continuation and acceleration of the evolution of intelligent life beyond its currently human form
and human limitations by means of science and technology, guided by life-promoting principles
and values” (whatistranshumanism.org). For Berardi, people are data sites on a digital network
where their brains have been hacked to perform and uphold the semiocapitalist structure that
holds them captive. Human beings are seen as a calculating devices or homo calculus in
Foucault’s The Birth of Biopolitics, according to Berardi, with devastating consequences.
Activists are too exhausted and frustrated since their efforts seem to go nowhere. Furthermore,

181
all of activity in the infosphere is not only monitored but monetized as data points in a chart,
which is based on the behaviors of users, other human beings. This has led to the rise of data
analysis as a course of study because of the vast amounts of data that has been collected. Long
term disconnection from the network seems almost impossible as even our appliances become
computerized and connected to the network through the internet of things.
In his revision of Baudrillard, Berardi does see a way out for subjectivity. Berardi
proposes, “I see…a reversal of the energetic subjectivation that animates the revolutionary
theories of the twentieth century, and the opening of an implosive theory of subversion, based on
depression and exhaustion” (138). The destruction of the system relies on the depletion and
disconnection of its infolaborers. Passivity instead of activity. Berardi thinks it is possible “only
if we start from exhaustion” (139). Exhaustion implies the need to disconnect and refrain from
feeding data to the network. This is also a reconsideration of the Postmodern. Berardi asserts that
the postmodern “can be considered a resurgence of the Baroque Spirit” (99). In the previous
chapter, we spoke about the differences between the postmodern sideshow and its historical
counterparts as well as Modernism and Postmodernism. In the postmodern, the proliferation of
multiple points of view succeeded a rationalist or an Apollonian aesthetic and discursive models.
However, Berardi claims that the postmodern is a recuperation of the Baroque of the 1600s,
because a return to the Baroque includes multiple viewpoints, simulation, and fractalization. The
infosphere is filled with any number of worldviews but the presence of certain power dynamics
can have negative implications.
Our minds are colonized by media, according to Berardi. The one commonality among
many of the dispositifs of the past fifty years is the role of media in ideology. Although the
postmodern freak show is radically different than its nineteenth century counterpart, evidence of
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the aesthetics of sideshow proliferates in the media. As a result, I assert that our idea of human
exhibition and exploitation has transformed through the use of mass media and social media.
Berardi sees the cellularization of the labor process as a key component that “has changed the
very foundation of exploitation, and has displaced the social landscape in such a way that any
social conscious recomposition seems impossible” (127). Our “truth” has become the simulated
language of the media. Berardi declares, “Nobody believes in the truth of public statements. The
value of the commodity is established on the basis of a simulation in a relation that no longer
follow any rules” (116). Simulation has become our dominant and trusted mode but a simulation
of polyphony in a postindustrial society of the infolaborer exploits human capital on an
unprecedented level. Semiocapitalism has transformed into Cognitive Capitalism by way of
psychobombs and we actively submit ourselves in the network, which is the perversity of
contemporary culture. However, the active participation is part of the flexibility of
subjectivation. Berardi describes psychobombs as the cellular fragmentation and recombination
that affects cognitive, communicative, and emotional capacities which, results in sickness,
depression, panic, unhappiness, anxiety,28 fear, and terror from cognitive capitalism (6). This has
become our new normality and its tyranny is making everyone sick. Cognitive capitalism is a
monologic dispositif. Everyone is exhausted and exhibited in the infosphere. If our capacity to
disconnect from the infosphere, formulate language, and communicate with one another is nonexistent, then our capacities for empathy and the dialogic is diminished. Given our discussion of
the monologic tyranny of normality, the dialogic may be one way to rescue our minds, bodies,
and ultimately, our planet.
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CHAPTER FOUR
Simulation and the Polyphonic in American Mass Media
4.1 Introduction
In the previous chapters, we have already noted how talk shows, reality television, and
telethons all have their roots in the nineteenth century freak shows from numerous sources. Talk
show hosts capture the zeitgeist of their decade and as the hosts change, the comparison to the
aesthetics of the sideshow lives on; with the talk show as one instance of this phenomenon. An
analysis of the presence of the aesthetics of the sideshow in media and culture since the
reinvention of the postmodern sideshow in the 1980s, reveals a multiplication of not only its
presence and profitability, but also a range of voices such as the celebration of sideshow, its art,
treasure, fetish, and those that simulate as sideshow.
This chapter seeks to catalog the multiplicity of ways the aesthetics of the sideshow
informs media and culture. It is impossible to capture every instance but I will focus on
significant moments in popular culture, as opposed to singular focus on film or literature, where
the aesthetics of the sideshow appeared during the 1990s and 2000s. A transversal focus on the
aesthetics of the sideshow in a variety of media and genres reveals that it is a profitable and
popular commodity and why the aesthetics of the sideshow is relevant to our understanding of
aesthetics and language in media culture.
After a reinvention of the sideshow as postmodern phenomenon, I assert that the
aesthetics of sideshow continues to flourish in the United States as a profitable and commodified
trend in American media and culture. The growing popularity of the sideshow as a postmodern
phenomenon coincides with the resurrection of dime museums, niche sideshow publications,
freak show conventions, sideshow-inspired television series and documentaries. These literal
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celebrations of the sideshow, both past and present, inspire a host of recent trends and include
several exhibitions at major art institutions. In the 1980s and into the 1990s, the availability and
access to new forms of technology in the United States such as the internet, internet cafes, video
cassette recorders (VCRs), compact discs (CDs), copy machines, printers, and desktop
computers, along with new forms of language such as hypertext markup language (HTML), gave
rise to a greater distribution of information and the ability to remix, copy, edit, record, and
rewrite. Fringe aspects of culture, outsiders, and the counterculture of the sideshow and its
aesthetics now had access to an unprecedented means to reach new audiences. Kitsch turns
toward high-brow and traverses the binary strata of these previously hard divisions between the
low and high art as galleries and museums increasingly tap into popular culture as these
boundaries become more permeable.
The year 1980 marks the founding of the non-profits arts organization Coney Island
USA29 but this was not the only major event that featured sideshow as a focus. American cultural
institutions such as the Smithsonian and Life magazine showcased sideshow banners (Patton).
However, it is the Carl Hammer Gallery in Chicago who initiates the phenomenon of marketing
vintage sideshow banners as “outsider art” from the heyday of sideshow during the 1980s. These
banners were once considered disposable because of their prevalence and prominent role in
advertising both circuses and sideshows and they were never considered art or craft, according to
Johnny Meah, one of the last living sideshow banner artists from the heyday of sideshow
(Patton). As common as newspapers and often used as disposable tarps to catch oil under leaky
vehicles, the sideshow banner once worthless, became a highly collectible and expensive
example of American folk art (Johnson 11). Sales of banners from the heyday of sideshow
continue to bring in high prices at auctions. 30 Museums such as the Barnum Museum in
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Bridgeport, Connecticut, the Circus World Museum in Wisconsin, the John and Mable Ringling
Museum of Art, and the International Independent Showmens Museum, both in Florida, preserve
an artistic tradition of Americana and further raises the bar on the value and importance of circus
and sideshow to American culture.
In 1994, the last traditional circus sideshow in America, the Clyde Beatty Color Bros,
closed forever, but the postmodern sideshow and its offshoots were steadily on the rise
(Dougherty). With the growing popularity of the aesthetics of sideshow in the following decades,
art institutions such as the Metropolitan Museum of Art, Wadsworth Anthaneaum, and the
Brooklyn Museum, host exhibitions on Coney Island, sideshow, and sideshow inspired art. In
recognition of this phenomenon, the 2017 Smithsonian Folklife Festival theme focus on Circus
Arts in Washington D.C. confirms, “Now with new grassroots initiatives and innovations, the
country is seeing a revival of interest and creativity in circus arts” and that “Circus arts have
evolved over time to reflect changing social tastes and values, technological innovations, and
performance styles” (https://festival.si.edu/2017/circus-arts/smithsonian). Although the sideshow
and the circus have experienced multiple moments of unity on the same stage or grounds and as
separate, independent entities throughout their histories, their connection to one another is
indisputable. Through a Deleuzian transversal analysis, I will discuss where the sideshow and its
aesthetics appear in media and culture, to include the rise of rhizomatic systems such as the
internet and html instead of solely upon limiting binaries of “high” and “low” 31 (Deleuze 1995,
125). The popularity of the aesthetics of the sideshow in media and culture is a reflection of the
Zeitgeists of their times and I will explore this phenomenon through the lenses of Jean
Baudrillard and Bifo Berardi.
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Within the realm of the art world, the aesthetics of sideshow also inspires artists to
simulate the sideshow in both literal and hidden forms, which may be completely undetectable to
audiences. In particular, I will focus on Coco Fusco’s Two Person in a Cage, in relation to the
Disneyfication of certain aspects of New York. These particular examples tell us a lot about
audience reception and their reactions provide a glimpse into their sociological attitudes. With
the emergence of “selfie” culture and 24/7 mass media, the simulation of the polyphonic has the
potential to isolate us behind our screens and keep us within the echo chambers of our own
minds. Importantly, the linguistic resurgence of the words “circus,” “sideshow,” and “freak
show,” in metaphorical comparisons to politics, sports, and other instances of popular culture,
which does not involve a literal sideshow or circus, has increased. An appendix at the end of this
research includes documentation of this phenomenon via “Google Alerts” and one year’s worth
of data, which began on September 22, 2016 until the present day, and utilizes the following key
words: “circus,” “sideshow,” and “freak show.” These comparisons have a precedent and
prevalence during eighteenth century France as evidenced by Honoré Daumier’s artwork in the
Metropolitan Museum of Art’s exhibit “Seurat’s Circus Sideshow” (Thomson 28). However, the
connection of the sideshow to society was vastly different in eighteenth century France when
compared to the United States. In a recent and unprecedented moment, both the circus and the
sideshow, are fighting back against these negative metaphorical comparisons and they have used
the media to launch entire marketing campaigns against the negative political and social
comparisons to their craft. On the other hand, the linguistic resurgence of the words “circus,”
“sideshow,” and “freak show,” in metaphorical comparisons to politics, sports, and other
instances of popular culture lends credence to understanding the importance of the sideshow and
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circus in understanding media and culture. Furthermore, these variations extend the linguistic
history of the word “freak” in the previous chapter in more rhizomatic way.
4.2 Sideshow Trends in Media / Mass Culture
As the late 1990s gave way to the early 2000s, there were a series of key moments in
media, which includes publications both in print and online, and television, in the form of
documentaries and a dramatic series, that mark a genealogical timeline of the popularity of the
sideshow and its aesthetics in the United States. 1995 was the founding year for the niche
publication dedicated to circus sideshows James Taylor’s Shocked & Amazed (see fig. 26). A
multi-volume publication with a “Collector’s Edition” set to come out later in 2018, this
sideshow zine has a cult following. In 1996, Freaks, Geeks, and Strange Girls: Sideshow
Banners of the Great American Midway by Randy Johnson, Jim Secreto, and Teddy Varndell
and Freak Show: Sideshow Banner Art by Carl Hammer and Gideon Bosker were the first two
books published and solely dedicated to the art of the sideshow banner. First editions of these
books are highly collectible. In the era of self-serve copiers and literal cut and paste, prior to web
services such as Lulu.com, Xlibris.com, Blurb.com, and others, this was the only accessible and
affordable way to “self-publish.” One notable example of a popular niche self-publishing venture
was the “Sideshow Newsletter” by Bob Blackmar. The newsletter was snail mailed to anyone
who would make a monetary contribution to pay for the cost of stamps and stationery until the
advent of email addresses and the availability to send PDF attachments. Blackmar comments,
“Well it seems like it wasn’t that long ago that I was typing, cutting, and pasting, and literally
carrying the black and white newsletter to Staples and a self-serve copier. Issue Nr.71 marked
the beginning of sending it out attached to an email and the first of many color images appeared
on its pages” (Blackmar #100). In addition to print publishing, the first webpages were published
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online and this new language through HTML web 1.0 allowed corporations and performers alike
to connect with larger audiences through multi-page websites and email addresses in an
unprecedented moment.

Fig. 26. James Taylor’s Shocked and Amazed, Volume 9.

Relevant to the postmodern obsession with alterity and the themes of alienation, the
television series created by Chris Carter, the X-Files, focuses on two F.B.I. Special Agents, Dana
Scully and Fox Mulder, who investigate cases that involve the supernatural, the weird, and the
extraterrestrial. One episode of the popular television series during Season 2 that aired on March
31, 1995, “Humbug,” featured the Jim Rose Circus Sideshow as the subject of Dana Scully and
Fox Mulder’s strange homicide investigation of Jerald Glazebrook, the “Alligator Man,” while
swimming in his backyard pool in the famed winter residence of circus and sideshow folk in
Gibsonton, Florida. During a review of the crime scene photos of Glazebrook’s body and skin
condition, ichthyosis, Scully comments to Mulder, “Imagine going through your whole life
looking like this” (Carter). While interviewing the local sheriff, Scully also comments, “I guess I
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didn't realize that sideshows were still in existence” (Carter). By this time in American culture,
Generation X had been familiar with the existence of the sideshow and with the Jim Rose Circus
Sideshow since the early 1990s because they toured with major music festivals such as
“Lollapalooza” and other top musicians at venues all around the country. The “Humbug” episode
brought the sideshow to another large audience through a different media outlet in addition to all
of the other postmodern sideshows in Coney Island, New York, and around the United States.
During the course of the episode, it is discovered that a parasitic twin named Leonard, who has
an unusual and secret ability to separate from his host brother named Lanny, is responsible for
dozens of attacks over several decades. Apparently, Leonard lashed out through murder in an
attempt to find a new host in reaction to his hate for his brother and his permanent dependence
upon Lanny for his survival. Despite Leonard’s attempts to find a new host, he was always
forced to return to Lanny in order to survive. The dialogue throughout the episode is a smart and
funny discussion of normality and the societal contradictions faced by people who are “other,”
especially in the sideshow. Although there are many instances throughout the episode, I will
highlight three particular scenes.
Mulder and Scully are looking for rooms at the Gulf Breeze Trailer Court. The proprietor,
Mister Nutt,32 played by Michael J. Anderson, is a little person and climbs up a stepladder to be
at eye level with his potential new guests along with Mister Nutt’s dog (see fig. 27). The
dialogue begins:
MULDER: Tell me, have you done much circus work in your life?
NUTT: And what makes you think I've ever spectated a circus, much less been
enslaved by one?
MULDER: I know that many of the citizens here are former circus hands and I
just thought that maybe you would have done...
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NUTT: You thought that because I am a person of short stature that the only
career I could procure for myself would be one confined to the so-called ‘big top’.
You took one quick look at me and decided that you could deduce my entire life.
(Mulder shakes his head a little. The dog whimpers as Nutt starts around to the
area in shelf in back of the desk)
NUTT: Never would it have occurred to you that a person of my height could
have possibly obtained a degree in hotel management. (He holds up his degree)
MULDER: I'm sorry, I meant no offence. (Nutt walks back up to the desk)
NUTT: Well, then why should I take offence? Just because it's human nature to
make instantaneous judgments of others based solely upon their physical
appearances? Why, I've done the same thing to you, for example. I've taken in
your all-American features, your dour demeanor, your unimaginative necktie
design... (Mulder looks down at his tie)
NUTT:...and concluded that you work for the government. An F.B.I. agent.
(Mulder looks at Scully, who arches her eyebrows in surprise)
NUTT: But do you see the tragedy here? I have mistakenly reduced you to a
stereotype. A caricature. Instead of regarding you as a specific, unique individual.
MULDER: But I am an F.B.I. agent. (He holds up his badge. The dog whimpers
some more. Nutt smirks a little and takes out another paper)
NUTT: Register here, please. (Carter)

Fig. 27. Chris Carter, X-Files, “Humbug,” 1995.
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The scene is direct in its use of stereotypes to judge those labeled as others as well as the effort
that it takes to dismantle any judgments. Mister Nutt’s comments regarding an instantaneous
judgment solely based on physical appearances slyly mocks a Kantian judgement of taste of the
beautiful because a judgment of taste only considers the form.
In this second scene, which shortly follows the previous, Mulder and Scully have a
similarly themed conversation with Lanny, the man with the parasitic twin brother, Leonard.
MULDER: Tell me, have you done much circus work in your life?
LANNY: I was on the stage for most of my life. I was a headliner.
SCULLY: Did it not bother you to have other people staring at you?
LANNY: Best work I ever had. All I had to do was stand there. Occasionally, I'd
say... (He stops and stands tall as if on stage. They watch him)
LANNY: ‘Ladies and gentlemen, I'd like you to meet my brother Leonard’. (He
pauses)
LANNY: ‘Excuse him, he's a little shy’. Big laughs, I tell you, big laughs. (They
start to walk again)
MULDER: Why'd you give it up?
LANNY: Mister Nutt, the kind-hearted manager here, convinced me that to make
a living by publicly displaying my deformity lacked dignity... so now I carry other
people's luggage. (They come to a set of trailers)
LANNY: I believe these are your trailers. If they are not, then I am
wrong. (Mulder takes the suitcases from him)
LANNY: Oh, that's most considerate. Thank you very much. (Carter)
Scully’s question about staring typifies the moralistic stance expressed in several texts on the
sideshow from the previous decades and current cultural attitudes. The dialogue highlights the
differences of interpretation in what defines a “respectable” living as well as the societal
contradictions. Lanny points out that as a former top sideshow act, it was the best job he ever had
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because he barely had to do anything other than stand there and as a headliner, earned a lot of
money. Unlike Mister Nutt, Lanny openly claims his previous life as a sideshow performer,
whereas, Mister Nutt’s smirk at the end of the previous scene when Mulder and Scully checkedin, does not confirm or denies if Mister Nutt was part of any circus or sideshow. In great contrast
to Lanny’s former life as a headliner sideshow act, Lanny works in the hospitality industry, a
“normal” job, and carries the luggage of guests. The scene ends with Mulder, as if in a moment
of realization in response to Lanny’s comments, takes the suitcases back from Lanny. Despite the
fact that Lanny has already carried the luggage to the door of the trailers where Mulder and
Scully will be staying, he thanks Mulder anyway.
When Scully figures out that Leonard, the parasitic twin, can extract itself from Lanny,
and is the murder suspect, Scully questions Lanny with Mulder and Sheriff Hamilton, a former
sideshow performer as well.
LANNY: How could I turn him in without turning myself in?
SCULLY: Lanny, why does he attack other people?
LANNY: I don't think he knows he's harming anyone. He's merely seeking...
another brother. (He moans, almost crying)
HAMILTON: Are you in pain, Lanny? (Lanny sits up)
LANNY: It hurts. It hurts not to be wanted. I don't know why he hates me so. I've
taken care of him for all of our lives. Maybe that is the reason why.
SCULLY: How long can he survive outside of your body?
LANNY: Long enough... to understand that you cannot change the way you were
born. Don't worry. He'll come back. He always does. I'm still his only
brother. (Lanny lays back down). (Carter)
Leonard becomes a metaphor for a society who rejects and hates those who are other and
especially people who are born physically and mentally different in comparison to a standard of
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normality. In Lanny’s quest to find another brother, Leonard is not only seeking the return of his
brother but also the humanity, care, and acceptance of himself and people like him, not just by
his only brother but all of society.
Ultimately, Leonard does not return. Unbeknownst to everyone, only the character known
as the “Conundrum,” who is the sideshow performer “Enigma” in the Jim Rose Circus Sideshow
in real life, is privy to the fate of the parasitic twin. The Conundrum does not speak, has a body
tattooed with puzzle pieces, and acts like a primitive man who will eat anything. In an absurd
twist of fate, Lanny tries to becomes the Conundrum’s new brother but instead falls prey as the
Conundrum’s next meal. The next day, Jim Rose and Conundrum are getting ready to leave town
when they have short conversation with Mulder and Sculler.
SCULLY: You're taking off?
BLOCKHEAD: With that thing still on the loose?
SCULLY: They've been searching for it all day. It can't have sustained itself for
this long.
BLOCKHEAD: It will probably try to crawl back up into its brother.
SCULLY: No, his brother Lanny died last night. I already performed the autopsy
on him this morning. (Blockhead throws the rope over and walks around the car)
BLOCKHEAD: So, I guess it's true, you can never go home again.
SCULLY: His body wounds were non-fatal. He died as a result of advanced
cirrhosis of the liver. (Blockhead starts tying things on this side)
BLOCKHEAD: Oh, there's a moral to the story. Lay off the booze.
SCULLY:
Well, his body possesses some anatomical discrepancies... some offshoots of the
esophagus and trachea that almost seem umbilical in nature and... I've never seen
anything like it. (Blockhead finishes tying)
BLOCKHEAD: And you never will again. Twenty-first century genetic
engineering will not only eradicate the Siamese twins and the alligator-skinned
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people, but you're going to be hard-pressed to find, uh, a slight overbite or a notso-high cheek bone. You see, I've seen the future and the future looks just like
him.
(He points at Mulder, who is standing in front of a trailer in a classic model pose.
Hands on his hips, one foot up on the step, looking off into the distance)
BLOCKHEAD: Imagine going through your whole life looking like that. That's
why it's left up to the self-made freaks like me and the Conundrum to remind
people.
SCULLY: Remind people of what?
BLOCKHEAD: Nature abhors normality. It can't go very long without creating a
mutant. Do you know why?
SCULLY: No, why?
BLOCKHEAD: I don't either, it's a mystery. Maybe some mysteries are never
meant to be solved. (He gets in the driver's side as Mulder walks over. He looks at
the Conundrum, who looks sick)
MULDER: What's the matter with your friend?
BLOCKHEAD: I don't know what his problem is. Maybe it's the Florida heat.
SCULLY: Hope it's nothing serious.
CONUNDRUM: Probably something I ate. (He smiles at the agents and the two
freaks drive off. Scully and Mulder watch them go, then look at each other in
realization). (Carter)
There is a double entendre when Jim Rose asks, “Nature abhors normality. It can't go
very long without creating a mutant. Do you know why?” (Carter). Normal is usually a standard
of measure or a general average but in this case, normality refers to a lack of creativity, boredom,
and the same disgust usually applied to otherness, or in this case mutants or freaks, is reversed
onto normality. The use of Nature points to it as a living and creating entity who purposely
creates unique individuals to bring more variety to a world filled with a repetition of a
Nietzschean herd of normality. In verbal reversal that echoes one of Scully’s opening lines to the
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episode, Rose points to Mulder and retorts, “Imagine going through your whole life looking like
that,” which also echoes Mister Nutt’s taunting of Mulder earlier in the episode (Carter). Rose
further explains that both he and the Conundrum, as self-made freaks, help to create more
mutants and therefore, adding more variety to the narrow and uncreative definition of normality.
There are many more moments of dialogue and visual scenes throughout the episode that provide
an insight into the social commentary about freaks and otherness, but a more in-depth analysis is
beyond the scope of this chapter since there are many more examples to highlight as a pattern of
occurrence.
Niche cable networks such as the History Channel, the Discovery Channel, and The
Learning Channel featured documentaries on the sideshow. A few notable examples include,
The Learning Channel’s (TLC), “Sideshow: Alive on the Inside,” which was produced by Image
Entertainment, directed by Lynn Dougherty, and narrated by Jason Alexander, who played
George on the syndicated series Seinfeld,33 The History Channel’s, “History’s Mysteries: Circus
Freaks & Sideshows,”34 and the Discovery Health Channel’s, “You Swallowed What?!,” which
was so popular, it was voted best of Discovery Channel in 2005. 35 A host of documentaries and
other “health” or medical series feature the lives of conjoined twins, little people, people with
morbid obesity, and people with rare medical conditions, many of whom, in a previous time
period, might be working on the side show stage. The range of television shows on obesity and
weight loss seems to reach new bounds and especially when the number of pounds is advertised
in the naming of the show. From reality TV competitive weight loss with grueling exercise and
strict diets in “The Biggest Loser” and “Extreme Weight Loss, to the life-threatening morbidly
obese and their health struggles in “My 600 lb. Life” and “My One Ton Life.” With a steadily
growing obesity epidemic, their stories are shared with a larger audience. On the other hand,
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there is also an element of the surgical theatres of the nineteenth century through the panopticon
of our screens. In 2008, TLC’s (The Learning Channel) featured a documentary about a thirtyfour-year-old Indonesian man named Dede Koswara whose body was covered with warts in a
medical condition known as Lewandowsky-Lutz dysplasia where to a genetic abnormality that
allowed the infection to continuously grow. The severity of his condition, which included a lack
of an ability to feed himself and extreme pain when walking, resulted in doctors surgically
removing over thirteen pounds of warts on his body. The circulation of his image on the internet
brought media attention to his condition and directly led to his surgery. Dede became known as
the “tree man” and unfortunately, the warts all grew back, and in 2016, he died from his
condition.
TLC’s “Sideshow: Alive on the Inside,” opens with Jim Rose as the talker in front of a
bannerline. As the founder of Jim Rose Circus Sideshow, now known as The Jim Rose Circus,
he bills himself as the “Godfather of the Modern Freak Show.” The 1992 Lollapalooza music
festival launched the Jim Rose Circus Sideshow into prominence within the counterculture and
scores of Generation X. 36 As the talker for this 1999 documentary, Rose slickly comments in
raising crescendo, “We’ve seen it all, it’s the information age, seen it all before, we’ve got the
blinders on, but we’re going to take it off tonight!” (Dougherty). The Information Age is in
contrast to the Industrial Revolution because it is characterized by the unprecedented access to
vast amounts of information in what was referred to as cyberspace via the modems that
connected us to the network of the World Wide Web, the Internet, and through the personal
computers in our homes and libraries. The quintessential sound of a 28k modem or a faster 56k
version as it connects to the internet through a telephone land line will be forever recognizable to
the generation who first experienced this shift. Many users had their first electronic mail or email
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addresses through America Online (AOL) and the sound of the welcome message also became a
quintessential part of popular culture because it optimistically alerted its receiver, “You’ve Got
Mail.”37 For the purpose of this discussion to demonstrate the significance of this cultural shift, I
contend that the Information Age of the 1990s is the Incunabula of the technological hyperconnected lives we live today. Just as the Gutenberg Bible and other letterpress books printed
during the 1400s marked the infancy of printing, which began a revolution in the distribution of
information and access, the Information Age of the 1990s parallels with Internet access and
HTML. Rose’s reference to “We’ve seen it all, it’s the Information Age,” seems naïvely quaint
today in consideration of the speed and access to information in 2018.
The “Sideshow: Alive on the Inside,” documentary is almost two hours long (1h44m),
features striking film titling graphics that mimic the art of the sideshow banner blowing in the
wind for each chapter, and little seen historical footage. It was a big deal to have a mainstream
actor, Jason Alexander, as the narrator for the documentary because he was from one of the most
popular television series at the time. Alexander’s voice as George Costanza has a quintessential
sound and particular cadence, which made him a great choice for not on the narrator but also for
his dramatic dialogue as sideshow talker. Alexander begins,
Ladies and Gentleman, I’m here tonight to warn you about a shocking new
menace that’s threatening to destroy the minds and bodies of our young people.
Never before has behavior, this disgusting been foisted on the American public in
the name of entertainment. Nothing so appalling has ever seen the light of day in
this fine country of ours….wait a minute. What am I saying? This stuff’s nothing
new. Think about it. A long time ago, before television, before Sega Genesis, 38
once a year a show came to town with the express purpose of blowing your mind.
America has been outraged and amused by a strange form of entertainment for
more than a hundred years…we call it the side show. The sideshow has been
called art, pornography, and just about everything in between, but whatever you
call it, you gotta admit that it’s a world inhabited by the most incredible people
anywhere. (Dougherty)
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Alexander sets the stage for the documentary by positioning the phenomenon of the sideshow as
American form of entertainment that has been around for a century as a popular form of
entertainment that attempts to outrage and amuse despite changing social attitudes and labels.
With the advent of television and video games, the American public had the luxury of the
bringing entertainment into the family home. Before the prevalence of any type of screen in our
homes and pockets, the circus sideshow only came to town once a year. It is difficult to imagine
a time period when you had to wait a whole year to see a specific circus, sideshow, traveling
menagerie or any combination thereof. No wonder why entire towns stopped their daily lives to
watch the arrival of the show, setup, and the show itself. With the revival of the sideshow and its
journey into mainstream culture at the time, this documentary attests to its mainstream arrival. In
an interview with Ward Hall by author Joe Nickell, Secrets of the Sideshow, Ward and Nickell
discuss the irony of the decline of the number of traditional sideshows and point to
documentaries such as TLC’s “Sideshow: Alive on the Inside,” as one several media pieces that
has spurred the resurgence of interest and popularity in the subject of sideshow, all of its arts,
and as inspiration for culture and the arts. After World War II, massive carnival rides became
more popular with the public, more profitable to carnival and fair owners, which led to the
decline of the sideshow in addition to cultural shifts in attitude for those people who were born
different or newly labeled by the preferred term at the time, handicapped. 39 Unlike other books
and documentaries that take a critical and scathing moralistic stance against the sideshow or
freak show, this documentary focuses on the lives of the performers who were billed as “freaks”
in the sideshow. The lineup of performers features a group of sideshow royalty, the most famous
freaks in the history of the sideshow, through interviews and stories about their lives. Their
voices provide a fresh perspective on both the sideshow and cultural attitudes towards the
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performers and the sideshow. As the art of the sideshow banner became popular art to collect and
as more sideshows and their offshoots formed, toured, and became popular, the voices of the
freaks rose to foreground through the new methods of media that expanded beyond a handful of
television stations and traditional print.
For example, Jeanie Tomaini, who was born with no anatomy below the waist and billed
as the “Half Girl,” tells us that people like her, “found the sideshow both lucrative and fun”
(Dougherty). Jeanie enjoyed performing and speaking with people. During her performance, she
would perform acrobatic stunts to stunned crowds who would at first, mistakenly think that she
was incapable of taking care of herself or considered able-bodied. Audiences left her
performance from farm festivals to the biggest circus sideshow in the country, Ringling Bros. &
Barnum and Bailey, with a shifted worldview of what it means to be able-bodied and capable in
a dialogic twist. After Jeanie’s mother died when she was 13, her adoptive mother hid her away
because she was afraid someone would steal Jeanie and this would eliminate the adopted
mother’s source of income through Jeanie’s performances. Then, Jeanie met Al Tomani, 8’4”
Italian man, who later become Jeanie’s husband, and helped end the stepmother’s questionable
control of Jeanie. Jeanie and Al became the “World’s Strangest Couple,” ran their own touring
sideshow, and eventually settled down in Gibsonton, Florida, with their adopted daughter, to run
Giant’s Camp, a campground as their business. As a result of Giant’s Camp, “Gibtown,” as it is
known by the locals, show folk grew their homes around their camp and the location remains an
iconic and sometimes mythical place because of its high concentration of show folk royalty and
regulars. Al died at age 50 in 1962. Sideshow historian and founder of Shocked & Amazed, a
“creative journal dedicated to the nitty gritty history of the sideshow,” points out, “[Jeanie]
typifies what the best of the business is about, people coming out in triumph against some pretty
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adverse circumstances and making the best of a business that can be pretty tough, and pretty hard
on you” (Dougherty). Despite the difficult twists and turns and the many triumphs in Jeanie’s
life, she has a definitive opinion about people who condemn the sideshow without considering
the perspective of the performers themselves. Alexander as the narrator comments, “The
movement to liberate the handicapped went after one of the few places where some found work”
(Doughtery). Jeanie explains how she never understood why the “do-gooders” were “trying to set
these people free” or “release these poor people from prison [the sideshow], when all they were
trying to do was earn a living, often better than the ‘do-gooders’” (Dougherty). Jeanie and others
in this documentary were not the first to voice this opinion but the popularity of the documentary
ensured a wider reach in an age long before the domination of Amazon.com, to distribute the
printed word of several books on sideshow by many authors (Taylor 1995, 40 Johnson 1996,
Hammer 1996, Adams 2001, Nickell 2005, etc.) or attending any number of sideshow
performances traveling with large music festivals, clubs, theatres, or seeing a sideshow in Coney
Island. Although the 1990s was dubbed as the information age, shopping was done in person at
brick and mortar locations where malls were the hangouts and social spaces of Generation X.
Independent book stores were prevalent and the 1990s saw the rise of giant book store chains
such as Borders Books and Music, Walden Books, and Barnes & Noble. 41 Despite the
Information Age, the emphasis was on the transmission of information and not focused on the
distribution of goods through eCommerce. Here is a brief timeline. The first web browser was
launched in 1990, 1994 marks the year for secure data encrypted online, domain names were
available for purchase for the first time, PayPal was born in 1998, and corporations were only
beginning to create their own websites in the latter half of the 1990s (ushistory.org). The
expansion of television beyond the major television networks since the advent of television with

201
new cable networks and channels allowed a greater diversity of content and subjects.
Simultaneously, the popular interest in alterity in the culture at large also informed the content of
many of the niche cable channels.
In 1999, when the “Sideshow: Alive on the Inside,” documentary aired on September 21,
Taylor was in a race against time to record and document the oral histories and lives of the
performers from the heyday of sideshow. Jeanie died on August 10, 1999. Other performers that
were featured in the documentary such as Percilla Roman, the Monkey Girl, and Melvin
Burkhardt, the Human Blockhead, died in 2001; Sandy Allen, who held the Guinness World
Record for the Tallest Woman died in 2008. Jeannie, Percilla, Sandy, and other sideshow
performers appeared on a host of talk shows and the comparison of talk shows to sideshows
began, not only because the shows featured actual sideshow performers, but also because of the
sensational content of talk shows in general. Allen tells us that in the 1970s, David Frost was the
first talk show to feature literal sideshow themes such as the Guinness Book of World Records,
followed by Phil Donahue, Jerry Springer, Sally Jesse Raphael, Maury, Oprah, Montell
Williams, Lizé, etc., (Dougherty). After a decade of working at the Guinness Museum, Allen
became tired of the business and what she called a “glorified freak show” and switched to a
secretarial career (Dougherty). 42 She eventually lost her job to downsizing and returned to
touring as the “World’s Tallest Woman” to visit schools and libraries with the goal of teaching
tolerance and inclusivity. Allen explains, “I try to teach them that just because somebody is
different, it’s no reason to make fun of them or make them feel bad, and if we’d all treat our
friends like we’d like to be treated, we’d all get along a lot better” (Dougherty). In this sense,
Sandy Allen focuses on her outsidedness to provide a perspective that creates literal dialogue in
question and answer sessions with children, and pushes forward the acceptance of others.
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Despite any moralistic condemnations that existed during this time, Jeannie, Percilla, and Sandy
recognized an existing interest in people for the sideshow, demonstrated by the popularity of the
genre in media. One of these variations include other documentaries. Ronnie and Donnie Gaylon,
who were featured as the subjects of their own documentary as the oldest living Siamese twins,
in addition to having their own chapter in the Dougherty documentary, retired from the traveling
sideshow because they earned enough money from that venture to own a house without a
mortgage. At the same time, medical documentaries were very popular and regularly focused on
subjects synonymous with the sideshow to include curiosities such as shrunken heads. Captain
Harvey Lee Boswell was the one person known to keep the tent of curiosities alive with his
pickeled punks, shrunken heads, and other gaffed memorabilia.
The documentary includes commentary by author Leslie Fielder, Freaks Myths & Images
of the Secret Self (1979). Fielder explains that the lore of freaks is based on their role as a means
of comparison to verify the voyeur’s own normality against “people as so other, so different”
from everyone else (Dougherty). Despite the seeming verification of normality, Fielder points
out that there is an underlying and terrifying sense that people feel because they realize there is
“no such thing as normal” (Dougherty). Fielder’s psychoanalytic analysis which defines freak as
a lack to reinforce the binary of normality, albeit outdated in the 1999 documentary, serves as a
contrast to the acceptance of multiple types of selves and voices of performers. The inclusion of
Fielder’s position also, even if unintentionally, perpetuates a damaging myth about the individual
performers in the sideshow and Otherness. Of his nineteen published books, his book on freaks
far outsold all of his other publications even though it was published twenty years earlier. People
were hungry for more information on the freak show and the counter culture as well as the
mainstream embraced new forms of self-expression, which included body modification,
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tattooing, piercing, and other ornamentation. The new means of self-expression within
alternative rock, industrial, and heavy metal music scenes contributed to entire musical personas
such as Marilyn Manson, Nine Inch Nails, White Zombie, and many others. In an analysis of the
state of the business during the 1990s, there were less than dozen traveling sideshows on the road
but Meah claims that there will always be work for good working acts. However, this tally does
not take into account the variations of performers in clubs, theatres, and other venues. These
working acts go beyond the freakshow and it includes sword swallowers and fire eaters. As
music festivals became venues for all types of self-expression, the working acts of Lollapalooza
and Ozzfest included literal sideshows, took artistic cues from the shock and amusement of
sideshow, profited well, and inspired an eager Gen X.
As interesting aside, the commercial advertisements in between the “Sideshow: Alive on
the Inside” documentary featured ads for a special collection of two VHS tapes on “P.T. Barnum
America’s Greatest Showman” from The Discovery Channel for only $39.95 while other
commercials advertised upcoming series on the exotic named, “Shaka of Zulu,” the story of a
famous king in southeast Africa in the eighteenth century (sahistory.org). As the documentary
nears its end, Alexander as narrator poignantly asks, “TV shows and CD-ROMs43 aside, is there
any place left in the real world for an act, with the power to make you drop your jaw and stare?”
(Dougherty). As the screen fades to a commercial, an upbeat jingle begins with the word,
“Orlando,” and, as if mysteriously answering the question, shows a television viewing audience
that a visit to Orlando, Florida, may be just the place. Scenes of the exotic are depicted through
cultural otherness and costume and are interspersed between giant water tubing rides and fire
jugglers.44 Orlando, Florida, continues to be a vacation destination with several theme parks and
now includes Walt Disney World, the Magic Kingdom, Epcot, Universal Orlando, Disney’s
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Animal Kingdom, Disney’s Hollywood Studios, Universal’s Islands of Adventure, and
SeaWorld.
In fact, Fast Company magazine’s 2002 cover headline featured fringe culture to create
the next mass market (see fig. 28). The headline read, “The New Hit Product Is Out There…Way
Out There. Deviants, Inc: How Fringe Ideas Create Mass Markets” with a photo of a locked and
chained Jim Rose with a “corporate advisory deviant content” label covering most of the photo
to mimic the infamous “Parental Advisory” label, often found on other media. Fast Company
founded in 1995, “Is the world’s leading progressive business media brand, with a unique
editorial focus on innovation in technology, leadership, world changing ideas, and design”
(fastcompany.com). This cover marked a definitive recognition of the power of fringe culture,
blatantly displayed as sideshow, and its adoption as a legitimate marketing strategy. The
sideshow, the freak show, and all of its counterparts had the potential to create new mass markets
and has led to a commodification of the aesthetics of the sideshow in both media and culture,
especially during the 1990s. This phenomenon continued into the next decade.

Fig. 28. Cover of Fast Company magazine, 2002.
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In 2003, another major documentary on sideshow premiered on the Travel Channel
called, “Traveling Sideshow: Shocked & Amazed,” directed by Jeff Krulik and produced by
Kathleen Cromley. The documentary was based on James Taylor’s Shocked & Amazed On and
Off the Midway. The sideshow royalty included showmen, performers, and historians such as
Ward Hall, Pete Terhune (died 2012), Mett Hely, Red Stuart, Felicity and Molotov Bouvier,
Bobby Reynolds, Johnny Fox (died 2017), and Hovey Burgess. This documentary captures an
important moment within the history of sideshow that has long since passed, the Side Show
Gathering Convention. Franco Kossa dreamt of bringing his love of sideshow together with the
long-running “Inkin’ the Valley Tattoo Convention” in Wilkes-Barre, Pennsylvania, and in 2002
he succeeded. The documentary forever captures the first Side Show Gathering convention and
recognizes the fact that the “assembly is the first of its kind anywhere” (Krulik). This was the
first time since the resurgence of the popularity of the freak show that performers and showmen
from the heyday of sideshow, a new generation of sideshow performers, fans, sideshow-themed
vendors of memorabilia, vendors of counter cultural books, taxidermists, artists, and historians
were all gathered in one place for a long holiday weekend during Labor Day. 45 Many of the
people in attendance at the first Side Show Gathering may only have had contact or an awareness
of one another through online forums, Yahoo groups, chat rooms, web 1.0 websites, and offbeat
independent book sellers willing to sell books on alternative subject matter such as side show,
freaks, goths, S&M, Victorian photographs of dead people, tattooing, body modification and
anything else under the bizarre and weird. The convention space united these communities along
with their common interests. The narrator claims, “This is once place where carny is a badge of
honor, the Side Show Gathering features one shocking act after the next. All real, all dangerous”
(Krulik). A new Guinness Book of World Records was set and defined as the most swords
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swallowed, fifty total, by the most sword swallowers, nineteen. In addition to world records, the
museum curiosities were well represented by Paul Middleton’s Congress of Curiosities and
Colonel and Mrs. Hunsley, with real and living two-headed turtles and “devil pigs” pickled in a
jar, as conjoined twins. Lectures on history or technique allowed a new generation to learn from
the greats and listen to insider sideshow history that was not available in any book or online. A
midnight auction allowed vendors, performers, and fans to collect pieces of sideshow history
memorabilia and art as well as raising money to fundraise the next convention. On the last day of
the convention, a breakfast celebration honored the contributions of sideshow royalty to the
history of the sideshow, and rewarded the most promising new performers carrying the torch of
the sideshow performance to the next generation. The art and craft of the sideshow was
practiced, honored, brilliantly displayed, supported, and performed to an audience of peers and
fans alike. Hard times fell upon the Side Show Gathering convention during the financial crisis
of 2007-2008 but the show went on despite markedly lower attendance. The Side Show
Gathering convention ran for the next nine years until its founder, Franco Kossa, passed away in
2011. 2012 marked the tenth and final year of a decade-long historical celebration of side show
and was a tribute to its now deceased founder. Now, the Side Show Gathering is looked upon
with nostalgia because it was the one time of the year that united a larger rhizomatic and often
nomadic community. James Taylor’s Shocked & Amazed On and Off the Midway documentary
serves as a critical documentation of a decade long gone, as well as the some of the people and
places synonymous to side show of 1990s and 2000s (see fig. 29).
In 2005, a few years after the Side Show Gathering convention began, Coney Island USA
began hosting the “Congress of Curious Peoples” during the month of April and the long running
celebration of sideshow continues to bring performers, historians, and fans alike. The “Congress
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Fig. 29. Sideshow Gathering Convention 2008, Wilkes-Barre, PA (Author photo).

of Curious Peoples” also serves as an important preservation, documentation, and educational
forum because of its wide range of lecture topics, panel discussions, and presenters. For example,
the 2017 congress included a current topic, “Endangered Circus Panel: Creepy Clowns &
Elephant Bans” with panelists Hovey Burgess, NYU Circus Professor; Keith Nelson, Bindlestiff
Family Circus; Dick Zigun, Coney Island Circus Sideshow; Mark Lonergan, Big Apple Circus;
and Kathleen Maher from the Barnum Museum. Congress of Curious Peoples is unique not only
because of the event itself and substantial community support, but also because the permanence
of the location ensures a longevity that is almost impossible to sustain without it.
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For instance, Johnny Fox’s famous Freakatorium, formerly located at 57 Clinton Street
on the Lower East Side, in New York City, 46 featured prominently in the documentary. Fox
described his bizarre storefront as a “tribute to the Bowery Dime Museums of the Victorian age
of the 1880s, [where] many performers were photographed on the Bowery” (Krulik). Other
performers pushed the boundaries between human and animal through body modification such as
Eric Sprague, the Lizardman. The narrator tells us, “Once a doctoral student of philosophy, Eric,
the Lizardman, Sprague, cut short his education to live the life as sideshow freak and he lives it
24/7” (Krulik). Eric has a split tongue, over 600 hours of tattooing to create the look of scales on
his body, subdermal implants near the location of his eyebrows, and filed sharp teeth. He
explains, “I just really like infusing a little bit of oddity, surreality into someone’s day” (Krulik).
Body modification as a form of self-expression became mainstream during the 1990s and early
2000s. The sideshow and its aesthetics pushed through the strict boundaries of culture, selfidentity, and self-expression.
Although the idea of running away with the circus, or in this the sideshow, may sound
exciting and nostalgic, life on the road is anything but easy. Stephanie Monseau of the
Bindlestiff Family Circus explains, “Living on the carnival lot broke every illusion I had about
the beauty of the sideshow, it’s a hard life and it’s not about, I don’t think it’s about preserving a
tradition, it’s about survival” (Krulik). Many performers have to rely on a life on the road in
order to make ends meet and some see traveling with Ward Hall’s and Chris Christ’s World of
Wonders as a rite of passage, despite the challenges.
As an example of life on the road, HBO’s (Home Box Office) Emmy award winning
Carnivàle (2003-2005) cable television series, created by Daniel Knauf, tells the story of Ben
Hawkins and his life on the road with a traveling sideshow called Carnivàle in the 1930s (see fig.
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30). Hawkins, a fugitive, is played by Nick Stahl, who is best known for his role as John Connor
in the sci-fi film Terminator 3: Rise of the Machines (2003). One of the other main characters,
Samson, who is played by Brian Anderson, also starred at Mister Nutt in the X-Files episode
“Humbug.” In the opening sequence to the series, Samson alludes to the long philosophical
battles of metaphysics in good versus evil, light versus dark, and wonder versus reason when he
eerily warns:
Before the beginning, after the Great War between Heaven and Hell, God created
the Earth and gave dominion over it to the crafty ape he called Man; and to each
generation was born a creature of light and a creature of darkness; and great
armies clashed by night in the ancient war between Good and Evil. There was
magic then, nobility, and unimaginable cruelty; and so it was until the day that a
false sun exploded over Trinity, and Man forever traded away wonder for reason.
(Knauf)

Fig. 30. HBO’s Carnivàle, 2003-2005.

210
Additionally, Johnny Meah, famed sideshow banner painter, sword swallower, and
performer, was the Technical Advisor for the series. The entire carnival lot of tents, bannerlines,
and stages, took four to five days to strike, relocate, and set up, which added a level of historical
authenticity and a stunning visual backdrop for a dramatic series. The storyline is described as:
1934, America. The Dustbowl. A fugitive named Ben Hawkins finds refuge
within a traveling carnival comprised of a tarot card reader and her
catatonic/telekinetic mother, a blind mentalist, a bearded lady, and conjoined
twins, amongst others. The carnival is owned by the mysterious and unseen
Management, who has designs on the young Hawkins, for the boy is concealing
an untapped gift: he can heal the lame and raise the dead--at a price. Ben also
finds himself disturbed by cryptic and prophetic dreams, which he shares with a
Methodist preacher in California, Brother Justin Crowe. Brother Justin, convinced
by his dreams he is following God's will, has begun to practice his own
extraordinary talents, although the preacher's plans increasingly lead to disturbing
and tragic consequences. In this "last great age of magic," Ben Hawkins and
Justin Crowe are moving toward a great conflict between Good and Evil, although
it is not yet clear on which sides these men will stand. (imdb.com)
Daniel Knauf explains his lifelong fascination with the carnival in the short the documentary,
“Making Carnivàle: The Show Behind the Show,” and sees the experience of carnival as
universal. The behind-the-scenes lives are rarely seen and one that had never been dramatized
until the creation of the series Carnivàle (Sands). Although there is a behind-the-curtains focus
on the lives of the performers, the creators overlay a biblical theme coupled with difficult
historical conditions in the United States of 1934 such as the dustbowl, the depression, fascism,
racism, and a looming second world war. The misery of the period is visually conveyed
throughout the series by the muted and desaturated colors that physically and metaphorically
represent the inescapable dust and dirt over everything in its path. Dirt is an essential component
to the series (see fig. 31).
I see Knauf’s idea of the experience of carnival as an echo of the Bakhtinian notion of
carnival because it embraces all people and includes reversals as key moments during the
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Fig. 31. HBO’s Carnivále, 2003-2005.

dramatic series. For example, in a Bakhtinian reversal over the two seasons of Carnivàle, the
fugitive carny, Ben Hawkins, with his special powers to heal, represents all that is light and good
instead of the religious preacher, Brother Justin, who is the representation of evil and darkness,
unbeknownst to his fervent followers. Ironically, Brother Justin begins as a champion for the
poor, migrant workers, and orphaned children, stakes his own path and is in opposition to
demands of his diocese leadership. His congregation grows to hundreds of thousands of people
through his radio sermons and the formation of a new church. However, Brother Justin has the
power to manipulate and murder through the projection of hallucinations, telepathy, and
telekinesis. In episode one, “Milfay,” we see exactly how Brother Justin utilizes his “gifts” to
uncover the sins of a migrant woman named Eleanor:
JUSTIN: We all, each of us, carry within us the seeds of our own salvation, and
our own damnation. You do believe that, don’t you? Eleanor nods. Then, she
covers her mouth and starts to gag.
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JUSTIN: Eleanor?
The woman removes her hand from her mouth and vomits up a dozen or so
identical silver coins. Justin wheels back in horror. Eleanor is in shock. Justin gets
down on his knees, folding his hands in prayer.
ELEANOR: Ah, ah...
JUSTIN: Kneel. Now. Pray with me, sister. Pray. Pray. Kneel and pray!
The frightened woman complies.
JUSTIN: Please, dear Lord, I have sinned.
ELEANOR: I-- I have-She gags and vomits up more coins.
JUSTIN: I have sinned!
ELEANOR: I have sinned!
JUSTIN: Merciful Father, forgive me. Forgive me.
More coins. (Knauf)
As frightening as this scene may be for Eleanor, it is all an illusion to convert the sin of
her thievery into a follower of Brother Justin and the way of God. The scene is also a harbinger
to more harmful and deadly events to come at the hands and direction of a charismatic religious
leader.
The dialogue and interpersonal relationships among the show’s characters shift through a
journey of acceptance, self-realization, and the shame of difference, which are portrayed as gifts,
especially in Ben Hawkins with his ability to heal, unexpectedly discovered through a series of
dramatic events during the first season (Sands). Although there are many examples of this
throughout the series, an in-depth analysis of all twenty-four episodes and two seasons is beyond
the focus of this research.
Shortly after Hawkins joins the traveling carnival, the tarot card reader, Sofie, explains,
“The people in these towns, they’re asleep. All day at work, at home. Sleepwalkers. We wake
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them up…” (Knauf). The traveling sideshow during the 1930s is akin to the role of the
Bakhtinian carnival celebrations during the Renaissance. The monotony and strict hierarchy of
everyday “official” life is reversed during carnival or when the traveling sideshow comes to
town. All daily activities stop as entire towns come out to watch the arrival, set up, and the
opening of the rides and shows. “Waking them up,” alludes to possibility and potentiality beyond
a few days of fun and entertainment at the carnival.
FADE IN.
INT. CARNIVAL GROUNDS - DAY
Ben is carrying tent poles and tarps, loading trucks with materials and
props. The carnival is packing up to leave Milfay.
Ben stops to quench his thirst with a saucepan of water. Sofie leans out of
her trailer.
SOFIE One of us?
BEN Huh?
SOFIE Last chance for that card reading. (Knauf)
Seemingly out of place and odd, Sofie’s question, “One of us?” is also a famous line from the
Todd Browning’s film Freaks about a circus sideshow from 1932. Freaks was banned in several
countries for decades because it featured actors with disabilities. It wasn’t until the 1960s
counterculture, their embrace of the term “freaks,” and the re-release of the film, that the film
developed a widely renowned cult following. Much has been researched and written about
Freaks since its re-release. The film was originally ninety minutes long but because it was
deemed so controversial to show actors with disabilities onscreen, it was cut to sixty-four
minutes, and all of the cut footage has been forever lost to time (Gupta). Given that Carnivàle
begins in 1934, it is conceivable that Sofie saw Freaks in theatres or at least knew of the film’s
existence. The inclusion of the three words in episode one of the series also seems like a tribute
to and acknowledgement of the film and its legacy.
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Production Manager Dan Bishop describes the epic scale and attention to detail that was
new to a cable television series at the time. Over 5,000 people were costumed and ten new sets
were built each episode. In order to capture the interior room and clothing style of time period,
old Sears & Roebuck catalogs were an essential reference tool. Computer generated imagery or
CGI also played an essential role to the series and included a CGI fetus in a jar, also known as a
“pickled punk,” who open its eyes, and the removal of the Los Angeles mountains, where many
of the scenes were filmed, in order to mimic different landscapes in the American Midwest and
Southwest. The result was a stunning and memorable visual theme with the traveling sideshow
as its heart and was groundbreaking for its time. The award-winning film titling sequence
immediately conveys the occult with its striking use of tarot cards that transition between
tumultuous historical footage and wind-blown dirt. To the disappointment of many Carnivàle
fans, the third season was cancelled, which left some unresolved mysteries and storylines at the
end of second season in 2005.
Fast forward to the decade of the 2010s and there is a continued interest in all things from
the 1990s, a curious phenomenon that is widely circulated in media and culture. Kurt Andersen’s
2012 article, “You Say You Want A Devolution,” makes the unusual claim that American
culture is stuck on repeat instead of the previously accepted notion that American culture
significantly changes in three decades. Andersen, as the former editor of the New York Times
Magazine and former host of NPR’s Studio 360, points to several examples in media, fashion,
and music, and this following statement, makes a strong visual argument:
Yet if, in 1990 or 1980 or 1970, you’d examined a comparable picture from 27
years earlier—from 1963 and 1953 and 1943, respectively—it would be a glimpse
back into an unmistakably different world. A man or woman on the street in any
year in the 20th century groomed and dressed in the manner of someone from 27
years earlier would look like a time traveler, an actor in costume, a freak. And
until recently it didn’t take even that long for datedness to kick in: by the late
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1980s, for instance, less than a decade after the previous decade had ended, the
1970s already looked ridiculous. (Andersen)
The continued popularity of the sideshow and its aesthetics is tied into this phenomenon of an
interest in all things from the 1990s. Importantly, the ’90s marked a significant spike in the
popularity of the sideshow and its aesthetics since it reinvention as a postmodern phenomenon in
the 1980s. A “devolution” is based on the assumption that significant historical shifts will
definitively and regularly occur, guided by past patterns. Clearly, the pattern has been interrupted
and Andersen’s word choice alludes to a negative or if not, odd moment in popular culture. A
complete analysis of the shifts in media, fashion, and music in the United States is beyond the
scope of this research, however, in terms of the sideshow, there are some significant and literal
examples of the sideshow in media during this time period that provide evidence relevant to this
discussion.
A decade after Carnivàle, the popular horror drama anthology American Horror Story
created and produced by Ryan Murphy and Brad Falchuk, first premiered in 2011. The 2014
season, Freak Show, solely focuses on the sideshow and takes place in Jupiter, Florida in 1952
(FXnetworks.com). The freak show troupe is part of “Fraulein Elsa’s Cabinet of Curiosities” and
Jessica Lange plays Fraulein Elsa. Angela Bassett plays a three-breasted woman, and Ethel
Darling, the bearded lady, is played by Kathy Bates. Although the bearded lady, lobster boy,
three-breasted woman, and the Siamese twins are as a result of make-up and special effects, the
cast includes several actors born with medical differences such as Matt Fraser, who plays "Paul
the Illustrated Seal” and Jyoti Amge, as “Ma Petit,” who was born with type of dwarfism called
achondroplasia. A synopsis of AHS:Freak Show is as follows, “A troupe of curiosities has just
arrived to town, coinciding with the strange emergence of a dark entity that savagely threatens
the lives of townsfolk and freaks alike. This is the story of the performers and their desperate
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journey of survival amidst the dying world of the American carny experience” (imdb.com). One
of the most memorable characters in this season is Twisty the clown, played by John Carroll
Lynch, who also played Varlyn Stroud in Carnivalé, Season 2, as Brother Justin’s henchman.
Twisty takes creepy clowns to a new frightening level and in the United States, reports to local
police rise due to sightings of creepy clowns.47 Unlike Carnivalé, AHS is a gory, murderous, and
twisted horror series. Ten million people tuned in to watch the season premiere of American
Horror Story: Freak Show making it the most watched program on the history of the FX channel
(http://herocomplex.latimes.com).
The Venice Beach Freakshow, on the other hand, is a reality television show that features
the behind-the-scenes life of a family business that premiered on the AMC network in 2013 and
ran for two seasons. Todd Ray founded the Venice Beach Freakshow in 2006 in California. As
mentioned in the previous chapter, the building owners sold the property and left the freak show
without a space. Despite the predicament of finding a new space, Ray is optimistic: “The freak
show has always been a place where you can go to see the things you can’t Google — the things
that seem impossible, where in fact the impossible is possible. Our goal is just to bring wonder
back in the world” (Swann). The Venice Beach Freakshow is an example of the common
difficulties many sideshows continue to face despite its popular commodification in the culture at
large. From niche publications, books, documentaries, fictional television series, many major
network television series, marketing industry publications, music festivals, and conventions, it is
clear that the popularity of the sideshow and its aesthetics has been distributed in media and
through the means of technological progress such as the rhizome and rise of web 1.0, email,
VCRs, and CDs. Subsequent to this phenomenon, the purveyors of historical high culture
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embrace the kitsch of the sideshow and its related themes throughout the art world in a series of
significant exhibitions and forms of artistic expression.

4.3 Art Exhibitions and Culture
In 1999, The Barnum Museum hosted a major exhibition on side show entitled, “Shocked
And Amazed: The World of Side Show.” The building was built by Barnum and although he did
not live to see its completion, his intent was to combine science and entertainment. The Barnum
Museum in Bridgeport, Connecticut, occupies what was once known as the Barnum Institute of
Science and History (barnum-museum.org). According to the foreword in the exhibition catalog,
Executive Director, Barbara Kram, was first introduced to the world of sideshow after seeing the
documentary narrated by Jason Alexander, “Side Show: Alive on the Inside.” Kram quickly
discovers an entirely new world and the large community that is associated with a long-standing
American entertainment tradition. Kram reveals, “The people involved in the side show are a
unique and interesting lot. They are collectors, artists, performers, historians, authors and so
much more. They opened up to us their collections, their stories and their enthusiasm for this
subject, and we are indebted to them for their spirt and assistance” (1). The sideshow community
holds a vast amount of oral histories that have been collected over decades, ephemera, and
unique collector items that comprise a rhizomatic microhistory since the community lives all
around the United States. There are many preconceived notions about the sideshow, which we
have discussed in the previous chapters, and Kram admits to the challenge of maintaining the
historical accuracy and sensitivity, especially with imagery that some may find shocking or
disturbing.
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Curator Kathy Keefer rose to the challenge. Both the exhibit and the catalog included the
voices of the performers, acknowledgement to all the lenders within the sideshow community,
and one of the largest exhibitions of the decade to include memorabilia, costumes, gaffs, 48 and
sideshow banners. The lenders to the exhibition are also significant contributors to the history of
the sideshow and collaborated with the museum and curator.
An exhibition about sideshow at The Barnum Museum would be incomplete without a
FeeJee Mermaid, Barnum’s most famous hoax. Artist Stanton Kip Miller’s FeeJee Mermaid is
part of The Barnum Museum Collection. Additionally, the exhibition catalog also acts as an
educational tool because it presents a point of view that acknowledges preconceived notions and
refrains from moralistic judgments. For example, in a description of Chang & Eng, the famous
Siamese twins, the text focuses on the agency and success of the performers. The catalog
explains,
Change and Eng Bunker, the original Siamese twins, were one of the most
popular attractions at Barnum’s American Museum. Their success as an attraction
in the United States came long before their association with Barnum. Excellent
self-promoters, the brothers made their fortune and retired in 1838 to a plantation
in the Blue Ridge Mountains of North Carolina with their wives, sisters Sarah and
Adelaide Yates. Between the two couples, they had 22 children.
In the late 1840s, Barnum had a wax replica of the world-famous twins
installed in the museum. Luckily for Barnum, they came out of retirement to earn
money for their growing families, and in 1860, they signed on a for a six-week
engagement at The American Museum. (Kram)
The brothers’ story highlights their success and the emphasis on self-promotion, displays an
agency solely possessed by no one other than Chang & Eng. They were so successful that it only
took six weeks of work, post-retirement, to provide for their massive family. The exhibition
catalog also included a bibliography of “outsider” books on the subject of sideshow as well as
sideshow jargon and definitions.
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Later that year, Art New England featured sideshow banners on its cover while other
artists were inspired to use sideshow for their own work during the 1990s. Artists such as
William Wegman’s “Strange But True” (see fig. 32) exhibit featured his famous Weimaraners in
front of historical sideshow banners. One photograph, in particular, featured two dogs standing
parallel to one another in opposite directions and their close proximity to one another creates the
illusion of a double-headed dog with a head at opposite ends of one body. The dogs are standing
on a stage that imitates a bally and part of a historical sideshow banner entitled “½ Bear ½
Monkey” peeks up from the neutral backdrop cloth that covers the stage and runs underneath the
dogs’s paws.

Fig. 32. William Wegman, ½ Bear ½ Monkey, 1998. Polaroid, 20” x 24.”
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Fig. 33. Michael Charles Ray, (Forever Free) The Dawg Boy, 1996.

Michael Charles Ray utilized the banner to critique racial stereotypes in “Dawg Boy”
(see fig. 33). The painting follows the structure of a sideshow banner with the title on top inside a
scroll and the round circle called a bullet, with the words “Alive & Well,” that typically indicate
that the attraction is literally alive or real. There is a floating, disembodied hand, which points to
“The Dawg Boy,” who is wearing a ruffled collar, white gloves, striped pants, and a hat. His
pose on top of a small, round, circus-like platform, is reminiscent of a begging dog directed by a
white hand and highlights the absurdity of racial stereotypes in sideshow banner form. David
Carbone’s “A Throng of Echoes II” also graces the cover of Rachel Adams’ Sideshow U.S.A. and
speaks to alienation and castration anxiety, in a moody, brightly lit and colored oil painting with
dramatic cast shadows (see fig. 34). Among several figures, a presumably “world’s tallest
woman” looks down upon the armless man with a pained look on his face, a posing dwarf, and
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an armless woman who is holding a lit cigarette with her toes. The scene is in front of a lobster
boy sideshow banner, while another banner, cut off on the right, shows the “fat lady” standing on
a large ball, but it is difficult to tell if she is real or another painted figure. The upper half of her
body blends in with the color and style of the banner painting but the ball below her feet casts a
shadow, toying with the viewer’s perception of the scene and overall reality.

Fig. 34. David Carbone. A Throng of Echoes II. 1994-95.

During the second decade of the 2000s, there are two exhibitions to note that focus on
sideshow and its iconic location in history by major art institutions. The 2015 “Coney Island
Visions of An American Dreamland 1861–2008” at the Wadsworth Athenaeum Museum of Art,
Hartford, Connecticut, and the Metropolitan Museum of Art’s “Seurat’s Circus Sideshow” in
2017 in New York City, celebrate kitsch within the halls of high art.
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Fig. 35. Reginald Marsh. Pip and Flip, New York, 1932.

The “Coney Island Visions of An American Dreamland 1861–2008” exhibit included a
large catalog published in conjunction with the Yale University Press. Museum Director, Susan
L. Talbott explains that this is, “The first book49 in conjunction with a major art exhibition to
investigate this world-famous resort and national cultural symbol. The modern American massculture entertainment industry was born at Coney Island, and the constant novelty of the resort
made it a seductively liberating subject for artists. Coney Island has inspired not only
groundbreaking art, but also music, literature, and film that often pushed the aesthetic
boundaries” (Hardman). Curated by Dr. Robin Jaffee Frank, the multimedia exhibition captures
years of scholarship and planning to present more than a century of art, with such a wide range
of expression, and all inspired by its geographical location. Jaffee wanted to specifically present
Coney Island through the eyes of artists. Although a full analysis of the exhibition and twohundred and eighty-six-page catalog is beyond the scope of this chapter, the sideshow featured
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prominently throughout the exhibition. Reginald Marsh’s 1932 painting, Pip and Flip, is
weighted down by the thickness of the crowd at the bottom of the painting, packed in front a
bally stage during a grind show. Pip is standing between the two performers with their
rhythmical arms while sideshow banners loom tall and bright in the background (see fig. 35).
Marie Roberts’ 2005 sideshow banner, A Congress of Curious Peoples, features twelve historical
figures and unites her past with the present (see fig. 36). Her Uncle Lester worked for the
Dreamland Circus Sideshow after her grandfather, a firefighter, fought the fire that destroyed
Dreamland in 1911. As a third generation Coney Islander, Roberts grew up around carny culture
and sideshow performers. Jaffee describes,
[Roberts] represented the past at left, the present at right. The artists’s Uncle
Lester stands on a bally platform and waves toward his sideshow cast, in the first
row (from left to right): Lionel the Lion-Faced Man (Stephan Bibrowski), the
German-born, well-educated conversationalist and gymnast with hypertrichosis;
Baron Paucci (Peppino Magro), the Sicilian-born womanizer billed as the
‘Worlds’ Smallest Perfect Man’; and Prince Randian (whose birth name is
unknown), a British-Guiana-born performer with tetra-amelia syndrome known
for his ability to roll cigarettes with his lips, as featured in the film Freaks (1932)
and acknowledged by the cigarette dangling from his mouth in the banner. In the
back row, Roberts pictured Zip–What Is It? (William Henry Johnson), an AfricanAmerican whose tapering cranium resembled ‘pinheads’ such as Pip and Flip, but
whose higher intelligence was incompatible with microcephaly; and Violetta
(Aloisia Wagner), the German-born star billed as the ‘Beautiful Armless and
Legless Venus. (185)
At the center of the banner is Dick Zigun, the founder of the nonprofit arts organization Coney
Island USA and in 1997, Roberts began painting sideshow banners for the Coney Island Circus
Sideshow. Roberts occupies a unique position within the history of the sideshow because of her
family connections to both the history of Coney Island and the sideshow during its heyday and
its present. As Coney Island USA’s Artist-in-residence, her work plays a significant role in
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Fig. 36. Marie Roberts A Congress of Curious Peoples, New York, 2005.

keeping the art of the sideshow alive and is the main vehicle of documentation, via the traditional
art and style of the sideshow banner, for a plethora of performers and programming at the
nonprofit. As a Professor of Art and as one of the only people who teaches workshops on the
history and painting of sideshow banners at the Sideshow School in Coney Island, Roberts’
career spans the academic, artistic, and sideshow worlds as an irreplaceable and unparalleled
contributor to its history.
An exhibition pamphlet succinctly describes the exhibit to, “Explore the magnetic lure
Coney Island exerted on an extraordinary array of artists, whose tableaux of dreams and
nightmares mirrored the collective soul of a nation” (Wadsworth). All of the works in the
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exhibit capture a history of shifting cultural attitudes in reaction to local, national, and world
events, and it is a visual documentation of a country through all of its growing pains in prosperity
and poverty, peace and war, tolerance and intolerance, alienation, intimacy, frivolity, and rebirth
for over more than a century. For Robin Jaffee Frank, Coney Island is a place of “dreams and
nightmares... paradise and the inferno. Rather it’s about a singular place in the American
imagination. What I have found looking at the works we’ve put together is that many of these
artists seem to see in Coney Island a prism of the American experience” (Hardman). Although an
in-depth analysis of the history of Coney Island as seen through the exhibition Visions of An
American Dreamland is beyond the scope of this research, the sideshow is integral to the history
of Coney Island and the United States. The timing of this exhibition and others, forthcoming in
this discussion, points to a continued interest in the sideshow and its relevance to media and
culture.
More specifically centered on the topic of sideshow in art, the Metropolitan Museum of
Art’s 2017 exhibit, Seurat’s Circus Sideshow, focuses on his nighttime painting, Circus
Sideshow (Parade de cirque); one of only six major figure paintings created by the artist. Parade
de cirque was first exhibited in 1888 at the Salon des Indépendants in Paris with little acclaim
and is inspired by Corvi Circus, a sideshow. Seurat chose to depict the sideshow instead of the
circus, which is also known as parade in French. In the accompanying exhibition book, author
Richard Thomson defines sideshow as “free entertainment put on outside to lure the passing
crowd to purchase tickets and go in” (19). This statement ultimately describes what it is known
today in the sideshow as a “grind show,” one short show after another, performed on a bally
stage where a talker lures rubes to see the show inside. Thomson also believes that Seurat’s
painting is the “most haunting and enigmatic painting of this major artist’s short career” and
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reveals that it “remains as challenging for us to read today as it was for Seurat’s avant-garde
contemporaries when it was first exhibited in 1888” (15). In addition, the relationship between
the sideshow and its role in daily life of the public, regardless of the specific country, is vastly
different because of global shifts in leisure time since the early nineteenth century. The
marketplace, which often featured sideshows, is far removed from daily life and more time is
spent today shopping online in our virtual marketplaces, which have become the dominant social
and living spaces for many people today.
Seurat’s painting retains a mysteriousness because of the technique he used and the
spatial organization of the composition, in addition to the subject matter of sideshow. Circus
Sideshow’s horizontal format creates a sense of balance and calm, where a series of nine
gaslights frame the top of the painting and a crowd of heads, some with bowler hats as an
indication of class, frame the bottom portion of Seurat’s painting. A compositional grid 50
structure underlies and aligns with the placement of certain elements in the painting, such as the
trombonist at the center, and with the transfer of the design to the canvas, as evidenced by
macro-X-rays. The trombonist at the center of the painting is backlit, which creates a darker
figure whose calves are edge lit from the light illuminating the scene behind him. Several
preparatory drawings exist for this painting as well as others, which reflect Seurat’s interest in
parade and saltimbanques (Thomson 57). Behind the dark tree on the left, which mimics the
darkness of the trombonist, three musicians stand, along with a fourth musician partially seen at
the edge of the composition, all illuminated under the glow of gas lights at night. Orange and red
dots of paint are used in the areas where the gas lights illuminate more of the figures in the fall of
light such as the mother and child and all of the musicians in the background. The ticket booth,
seen mostly as green, is on the right side of the painting framing Ferdinand Corvi with his can
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tucked under his arm and another performer, while Corvi looks towards the trombonist. The
nocturnal scene depicts a fuzziness or haze that can only be seen with artificial lighting at night
and is intensified with Seurat’s founding pointillist painting technique.
Instead of mixing paint on a palette to create a color that will be applied to a surface,
pointillism relies on how the brain sees colors that are next to one another. Varying sizes of dots
and dashes of paint comprise Seurat’s pointillist technique instead of a uniform application of
dots. Surprisingly, Seurat used a range of pigments instead of a few pure pigments such as
primary colors to ensure an optical color mixing without “muddiness” or diminishing the glow of
color. With pointillism or divisionism, the eye will optically blend two pure colors that are next
to one another to create the illusion of a third. Mixing the colors also diminishes its luminosity or
vibrancy whereas two pure colors that are next to one another create a more vibrant color than
mixed color. Pigment analysis during the 1980s and 2000s revealed the following pigments:
“zinc yellow, chrome yellow, cadmium yellow, vermilion, red madder lake, manganese violet,
cobalt blue, French ultramarine, Prussian blue, a chrome-based green (viridian or opaque oxide
of chromium), and emerald green, together with lead white and carbon black 51” (Thomson 114).
In a specific example, the dark green of the ticket booth is a surprising combination of several
colors such as emerald green, zinc yellow, vermilion, carbon-based black pigments, and some
lead white (Thomson 127). Cobalt blue with either red lake or emerald green create areas of
black in the painting while French ultramarine, vermilion, red lake, and white create the various
violets and mauves in Circus Sideshow (see fig. 37). Seurat’s depiction of a specific sideshow,
the Corvi Circus, during the Gingerbread Fair in Paris, is confirmed by his friend and art critic,
Gustave Kahn. The Gingerbread Fair dates back to the Middle Ages and is one of several fête
foraines or open air fairs that frequented Paris (see fig. 38). Thomson tells us, “Seurat would
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have seen the circus there in the spring of 1887, as the fair was held annually in the three weeks
after Easter Sunday” (40).
Several other drawings in the exhibit depict the Corvi Circus. Similar to other carnival
celebrations, the Gingerbread Fair, links to public holidays and saint’s day festivals. Pertinent
Bakhtin’s explication of Lenten carnival celebrations via Rabelais, the Gingerbread Fair also
links the sideshow to these historical celebrations. The Gingerbread Fair was massive and
attracted tens of thousands of people (Thomson 42). Everyone went to the fair, all classes of
society, and the fair needed many attractions to entertain the masses. It sold vast amounts of

Fig. 37. Georges Seurat. Circus Sideshow (Parade de cirque), 1887–88. The Metropolitan Museum of Art,
New York.
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Fig. 38. Place de la Nation, Paris, during the Gingerbread Fair, ca. 1900. Musée des Civilisations de l'Europe et de la
Méditérranée, Marseille (metmuseum.org).

ephemera, tchotkes, and gingerbread in every imaginable shape. 52 According to an 1889 book
about traveling fairs, Acrobats and Mountebanks, by Hugues Le Roux, common fair attractions
include the exhibition of people who were physically deformed, contortionists, flea circuses, wax
museums, tattooed women, wrestlers, magicians, and speaking decapitated heads (Le Roux 58).
Many of these acts are common to the contemporary sideshow, dime museums, and famous wax
museums such as Madame Tussads, which has twenty-four locations around the world today.
Other categories such as wrestling or magic have entirely separate markets and are profitable
enterprises in the United States. Around the turn of the nineteenth century in Paris, the timehonored traditions of fairs were looked down upon as science began to dominate as part of
modernization. As a result, spectacles make a shift towards science with the dissection 53 of wax
models or the use of steam-powered rides (Thomson 44). Noise complaints rose and the fair was
moralistically judged in a negative manner. The state took control and limited the fair locations
to outside of the Paris city center, with the exception of the Gingerbread Fair, because it had a
secure place as a longstanding tradition (see fig. 39). The relocation of the other fairs impacted
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Fig. 39. The Corvi Circus at the Gingerbread Fair, cours de Vincennes, Paris, 1906. Postcard. Musée des
Civilisations de l'Europe et de la Méditérranée, Marseille.

their ability to survive and represented a class struggle. Thomson reveals, “By spreading other
fairs across the outer city in the 1880s, the authorities kept at bay bourgeois anxieties about
lower-class unrest, which had reached a crescendo with the bloody Paris Commune of March to
May 1871,”54 where thousands of people died due to the political unrest (45). The ground that
the Gingerbread Fair and other fête foraines occupied during celebrations was a contentious
hotbed where the Republic chose to paradoxically place public monuments to liberty, equality,
and fraternity. The class friction and critique of frivolity of central Paris with its numerous fairs
is similar to the tensions that arose in Coney Island during its heyday and continue to remain on
some level. However, there is a stark historical difference because of the defeat of France in the
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Franco-German war and subsequent civil war. This description of Paris during the 1880s could
be applied to Coney Island throughout its tumultuous history:
The old types of fair had been noisy but popular, providing cheap entertainment
for the very poor. The personnel made a fragile living—with risks of injury, bad
weather, low receipts—and their itinerant life made them outsiders. Increasing
regulation, unionization, and the purchase by property developers of land …was
disconnecting the fairs from the popular culture that spawned and sustained them.
(Thomson 46)
Seurat makes a political choice with his painting Circus Sideshow. The Corvi Circus as a
parade, a sideshow, represents the heart of a class and moral divide that dominated Paris during
its day and Seurat was well aware of his choice and the fractious location of its exhibition. Both
the bowler hats and their standing position below the stage indicate class because there are no
tiers or enclosed stalls typical of higher priced ticket sales and the depiction of the sideshow
along with a lower societal class, reveals his silent alignment and appreciation for an element of
popular culture.
Seurat’s painting has many interpretations to include sadness and alienation, to the
“social divisions inherent in modern consumerism, specifically in whether or not to buy what is
on offer,” and Thomson suggests to approach the painting “from multiple perspectives, seeking
no simple solutions” (21). At the center of the multiple perspectives is the historical baggage of
moralistic judgements that might easily translate into a simple solution as well as
acknowledgment of the existing parallels between contemporary advertising and the sideshow.
However, as I have written in earlier chapters and as Thomson suggests as well, there are
multiple stories, perspectives, and contexts to consider in order to provide the widest swath of
understanding Seurat’s Circus Sideshow. I suggest that a recognition and analysis of Seurat’s
subject matter for Circus Sideshow beyond the pointillist technique and as the title of an
exhibition by one of the most prominent museums in the world is akin to Bakhtin’s recognition
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of the grotesque and its prominence in Rabelais. The grotesque was the “unsaid” or the ignored
in literature and the role of the sideshow in Seurat’s work occupied the same position. Since the
birth of the postmodern sideshow, there has been a rising adoption into the larger culture and this
exhibit serves as further evidence of the prominence of the sideshow to transverse those cultural
boundaries.
Historically, the majority of the discussion about Parade de Cirque has focused on
Seurat’s technique, its scientific accuracy, or the divisions between “high” and “low” art. In
Suspensions of Perception: Attention, Spectacle, and Modern Culture, Jonathan Crary considers
the problematization of attention from the late nineteenth century, which focuses on Seurat’s
Parade de Cirque.55 Crary explains, “I’m interested in how these space-drained (but hardly flat)
images are inseparable from emerging machine forms of ‘realism’ and optical verisimilitude”
(9). Parade de Cirque subverts the classical organization of space by eliminating all orthogonals
inherent to one-point perspective and places the viewer within the crowd at the bottom of the
painting and further back from the first row of people and the stage. Seurat utilizes a technique
that arguably decreases the “realism” of the scene because of the generic description of the
details and hazy overall feel. Crary proposes that Seurat, who was well-versed in the science of
the latest color theory56 of the day, tries to recapture or create the aura that has been lost to
modernization with mechanical reproduction. Crary further explains, “To put it another way,
Seurat’s work concretizes the modern dilemma of the disappearance of aura more acutely than
any other art practice” (224). Seurat’s use of various sizes of dots attempts to dissolve the
mechanization of a process, however there is a contradiction, since the use of dots is a
mechanical system in itself. In a literal sense, the painting captures the aura of nighttime
illumination of several forms of artificial lighting from the depiction of the gas lamps, the glow
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around the figures and seen on the stage, and with the use of pigments along with their optical
luminosity due to their placement next to one another on the canvas (Crary 225). The use of the
word aura is also a purposeful reference to Benjamin that will shortly become relevant to our
discussion on attention and distraction in the next section.
In regards to the subject matter of Parade de Cirque, Crary notes:
The sideshow, with its musician and performers, is a device of attraction, meant
to focus the attention of urban strollers and to persuade them to buy a ticket for
access to the ‘main’ attraction in the tent in front of them. But it is an attraction
that will forever be withheld from them, from us, for this is a painting
fundamentally designed around the cancellation and suspension of what it
promises to reveal. The spectator of this painting, both as individual and as part of
a collective subjectivity, is inexplicably implicated in its perpetual play of
attraction of absence. (187-88)
Not only is Seurat utilizing a new, luminous, artistic technique to capture the attention of the
spectator but, as Crary advances, this painting is a key moment in the history of perception and
attention to ensure social integration. Of course, the sideshow itself, among many other forms of
entertainment, is meant to capture the attention of spectators, that is the entire point of leisure
time; but Crary’s larger point concerns the idea of attention and its relation to productivity and
eventual disempowerment of the subject in the twentieth century and onward. According to
Crary, over the past one hundred years, we have been taught to focus our attention and Crary
sees distraction as an “effect” or “constituent element, of the many attempts to produce
attentiveness in human subjects” (49). Crary also disagrees with Benjamin’s dualistic claim,
“Distraction and concentration form an antithesis” (Benjamin 40). This dualism assumes there
was a time when pure contemplation existed prior to the “excess stimuli of modernity” (Crary
50). However, Benjamin also attests to the hierarchical contradictions between the art lover who
“contemplates” the artwork and the “distracted” entertainment viewed by the masses. These
distinctions between attention and distraction are sometimes wielded with judgment and
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dependent upon context. Crary argues that attention and distraction “ceaselessly flow into one
another, as part of a social field in which the same imperatives and forces incite one and the
other” (50-51). Whereas, Benjamin acknowledges the power of media, such as film, to
disempower in “the face of the apparatus” on one hand and on the other, the power to disrupt and
the possibility to create new modes of perception (31), there is an important distinction to make
in terms of time and history. When Crary wrote Suspensions of Perception: Attention, Spectacle,
and Modern Culture in 2001, most people in the United States did not have internet access,
however, it serves as an important genealogical timeline of perception.57 Crary latest book 24/7:
Late Capitalism and the Ends of Sleep (2014), which I discussed in the previous chapter, is a
response to sensory overload in the current digital age. His focus on the apparatus and
surveillance in 24/7 mark a definitive shift in our use of technology which places him in closer
alignment with Benjamin and his views about technological reproducibility and both warn of the
deleterious consequences on subjectivity.
In terms of this larger project and specifically this chapter, the aesthetics of the sideshow
and its methods of attraction continue to hold our attention in media and culture, even without an
actual sideshow. At other times, the sideshow and its aesthetics are deployed as metaphors and
simulations. However, the problem of simulation blurs and eliminates the boundaries between
truth and reality for the sake of fetishization and commodification through technological
reproducibility.

4.4 The Disneyfication of Coney Island, Simulacra, Data
In a 1996 interview, Jean Baudrillard explains, “What happened is that art substituted
itself for life in the form of a generalized aesthetics that finally led to a ‘Disneyfication’ of the

235
world: a Disney-form capable of atoning for everything by transforming it into Disneyland, takes
the place of the world!” (Baudrillard 14). During the 1990s, New York City’s Times Square was
filled with peep shows, crime, and the seedy vibe was transformed into a major tourist attraction
that remains completely Disneyfied today. Disneyfication attempts to eliminate a world of
poverty, crime, inequality, and other harsh realities in a fantasy world of magic and seemingly
moral goodness. Unlike Times Square, attempts to Disneyfy Coney Island have remained elusive
but many redevelopment projects such as MCU Park, a multipurpose stadium that also serves as
the home of the Brooklyn Cyclones baseball team, have succeeded. Residents and the unofficial
mayor of Coney Island, Dick Zigun, have protested attempts to Disneyfy Coney Island, during
city planning meetings and events such as the Mermaid Parade. There is a protective fervor to
preserve the character and history of Coney Island without creating another version of a
Disneyfied Times Square. Development over the years has resulted in a new subway station that
captures the architectural spirit of Coney Island during its heyday as well as an expansion of the
amusement area and new retail shops.
The rejection of Disneyfication is a rejection of a simulated reality that disguises truth
and a power structure that only seeks economic gain based on a repeated model; Disneyfication.
Baudrillard accuses the artworld of being complicit but at the same time, he understands that art
has always been complicit. In this case, the character of Coney Island and the freak show have
their own aesthetic. The popularity of the aesthetics of the sideshow in media is another
simulation. In the hands of those who create media and culture, the aesthetics of sideshow has
become a highly profitable enterprise.
One of the most notorious simulations of the sideshow in the artworld is Coco Fusco’s
and Guillermo Gómez-Peña’s, The Couple in the Cage, also known as Two Undiscovered
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Amerindians Visit the West (see fig. 40), an installation and performance piece that travelled to
Madrid, London, Sydney, Buenos Aires, Chicago, Minneapolis, Washington, New York, and
Irvine, California, from 1992 to 1994. They performed at two public plazas, three natural history
museums, and the Sydney (1992) and Whitney (1993) Biennials (blouinartinfo.com).

Fig. 40. Coco Fusco and Guillermo Gómez-Peña, Couple in a Cage, 1992.

Fusco and Gómez-Peña created a fake indigenous people called the Guatinaui, who were
“recently discovered” on a small island in the Gulf of Mexico. With collars and chains around
their necks, docents led them to a cage to mimic the exhibition of indigenous people. While in
the cage, Fusco and Gómez-Peña watched television shows with stereotypical images of
indigenous people, danced, sang, paced around like caged animals, and read children’s books
about Christopher Columbus. Docents, like sideshow talkers, provided context and answered
questions from the audience. An “ask me” button coupled with the formal outfit worn by the
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docent, exuded an air of authority and recalls the doctors and professors of early anthropological
exhibits at the turn of the century. A video compilation of all of the performances showed the
variety of reactions to the literal couple in the cage. The most shocking or revealing aspect of the
performance is how many people believed that the display of the Guatinaui was authentic despite
costumes that included feathers, leopard wrestling masks, sunglasses, punk metal studded gloves,
grass skirts, bedazzled belts, and converse sneakers. Skin color was a frequent topic of analysis
among spectators. Twenty years later, Fusco reflects,
Neither of us was convincing, but what we promised to be for others was enticing
and familiar, even though the ethnographic display of human beings as curiosities
was a defunct practice by the time we launched our tour. We offered forbidden
fruit for a multicultural moment — a blatantly racist display — and elicited
shudders of pain and pleasure. It even seemed at times that the pain we
engendered was pleasurable to some, as if we were an antiracist Wailing Wall.
The political implications of these ambiguous responses constituted a hot potato
for museum bureaucrats and cultural theorists: While it was fine to acknowledge
racist errors of the past, it was an entirely different matter to support art that
elicited racist pleasure in the present. (blouinartinfo.com)
Others understood it was social commentary, a joke, or found it highly offensive, but the
reaction of those who accepted the ethnographic exhibit as authentic, unexpectedly tied into the
history of colonialism and myths of inferiority about indigenous peoples, especially from
countries with a history of colonizing other peoples. People paid to feed them bananas and take
polaroid photos with them which harkens back to the sideshow tradition of selling carte de
visites (see fig. 41). Fusco admits, “We were jeered at, burned with cigarettes, courted, and
cheered. We remained expressionless as our visitors peppered docents with questions about our
sexual habits and suspiciously light skin or expressed their outrage at the sight of caged human
beings surrounded by a visibly enthralled public” (blouinartinfo.com). Throughout the video,
historical film footage, which included a recent comment from the art world, revealed the
complicity of not only circuses and sideshows, but also Hollywood, science, anthropology, and
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the art world in perpetuating objectification. Although one might think there is a stark difference
between the mindset of people from the early twentieth century and the time of The Couple in
the Cage, some comments and reactions revealed otherwise. For example, Fusco points out,
“Jan Avgikos confessed in her Artforum review of the 1993 Whitney Biennial, for example, that
she couldn’t think about cultural genocide because she just kept thinking about how nice my
body was” (Fusco). The admiration of Fusco’s body is another type of objectification that
creates a hierarchy of otherness that dismisses a history of cultural genocide in favor of
scopofilic pleasure. On the other hand, there is a possibility that a critic might reveal an issue
with the narcissism and self-complacency of the performer as a weakness of the of the
performance art. Other footage showed patrons drinking wine and paying five dollars to see
Guatinaui male genitalia (see fig. 42); people clapped and the docent explained, “Erotic exposure
doesn’t bother them one bit” (Fusco). The docent’s patter, as well as the overall performance, is
an example of how easily some people can be misled. The same is true with advertising and the
exclusionary myths that have a larger negative impact than falsely claiming to whiten your teeth.
Fusco and Gómez-Peña also met with elders from Indigenous elders in the America and
Australia before performing The Couple in the Cage, to clearly communicate their message of
anticolonial practices and a critique of racism. Much to their surprise, the elders were supportive
but the several critics in the art world launched their criticisms 58 (blouinartinfo.com). Fusco
points out one specific criticism from New York University performance studies professor:
Diana Taylor complained that we were too hetero-normative to be truly radical
debunkers of stereotypes. Nonetheless, there was something exquisite about the
feeling that we had become a “bad object” for the art world, and that even so,
thanks to contractual arrangements that would have been embarrassing to renege
on and public interest in our antics, we were not going to disappear with the wave
of a curmudgeonly critic’s wand. (blouinartinfo.com)
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Fig. 41. Coco Fusco and Guillermo Gómez-Peña, Couple in a Cage, 1992-1994.

Despite the criticism, The Couple in the Cage was contractually obligated to continue their
exhibition schedule. The criticism was also seen as an attempt to silence the work while racist
myths and attitudes resurfaced and were exposed through the duration of the performance. There
is a parallel to point out between Fusco and Gómez-Peña and Baudrillard. Both became “bad
objects” in the art world because they exposed the complicity of the art world in simulacra
through the fetishization of value and the power of the object. The racist myth became a
readymade that was deployed in a performance that mimics an actual history. Ethnological
exhibits 59 were commonplace at the turn of the twentieth century during World’s Fairs and
amusement parks in Coney Island but this simulation yielded surprising finds. Its immediate
recognition and the belief in its truth as a real discovery of a “new” peoples, despite a defunct
practice of exhibiting indigenous people, exposes the comfort in the persistence of myths in a
power system that is akin to “Disneyfication.” The docent, props, music and television, and
familiar costume pieces from consumer culture, created a family-friendly experience for
spectators. At the same time, Disneyfied versions continue to exist and thrive when one
considers Epcot’s World Showcase, which features the “lands” of eleven countries: Mexico,
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Norway, China, Germany, Italy, United States, Japan, Morocco, France, United Kingdom, and
Canada (wdwinfo.com). The cast members, the name of the people who work at Epcot, are
people who are actually from one of the eleven lands or pavilions. The resort touts the
availability of authentic souvenirs in a simulated version of the country of origin. It is also
interesting to note the use of the world “pavilion” to represent the building sites of each country
at Epcot because large art fairs, such as the Venice Biennale, also have national pavilions to
represent the selected artist to represent each country. In consideration of Fusco and GómezPeña’s The Couple in the Cage and these larger scale examples, simulacra is all around us yet it
is difficult, if not impossible today, to discern what is real in a society that is dominated by media
in a way that did not exist on the same scale during the last year of Fusco and Gómez-Peña’s
performance in 1994. What are the myths of reality, the simulacra that continue to attract us,
hold us at attention, and continue to exist?

Fig. 42. Coco Fusco and Guillermo Gómez-Peña, Couple in a Cage, 1992-1994.
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The artists’ intent, as cultural critics and members of a minority that also needs to be
acknowledged, had a larger purpose. Fusco explains, “We gave dozens, if not hundreds, of
public lectures to convince the academy that our ‘lies’ had a greater purpose. We also benefited
from the expansion of cultural studies in the 1990s, which provided us with a sympathetic
audience at a time when many art historians were trashing multiculturalism and rediscovering
beauty” (blouinartinfo.com). The power of artists to reveal and influence culture stirred up a
Platonic fear where attempts were made to oust them from the citadel. Fusco also acknowledges,
“Finally, credit is also due to the Whitney’s and the Walker Art Center’s publicity machines and
their extraordinary capacity to disseminate our images on a global scale” (blouinartinfo.com). In
an era before the “cellularization of labor” and the 24/7 hyperconnectedness of exhausted
individuals, media has always been part of a power structure of influence and dissemination, for
better or for worse. Although these two major art institutions supported the work, The Couple in
the Cage, as of 2012, has not been written into the quintessential cannon of art history, Janson’s
History of Art, but it is included in other art history texts. Art history has already excluded or
forgotten so many artists but more voices are being included even if there is a long way to go in
terms of equity and representation in any number of areas in media culture.
So, why did Fusco create The Couple in the Cage? In a 2012 interview, Fusco reflects:
Twenty years later, I still think about an unanswered question that led me into the
cage. Is there anyone who really believes that we could be ‘post-racial’ in a
culture that fetishizes black athletes, equates black style with rebelliousness,
pillages indigenous belief systems for pithy profundities to satisfy the spiritual
cravings of secular materialists, and then depends on cheap immigrant labor,
redlining, and mass incarceration to safeguard class hierarchies that are obviously
racialized? (blouinartinfo.com)
Fusco does not mention the objectification and fetishization of women’s bodies, which was also
clearly evidenced by the comments and interactions with the spectators and the art world. In light
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of all of the media attention surrounding the #MeToo60 movement in 2017, which was created by
activist and black woman, Tarana Burke a decade earlier, would Fusco have specifically
mentioned how women are treated in the world, and more specifically, in the workspace? It is
difficult to say but the previous silence or purposeful covering up is reflective of a culture that
relied on a complicit silence in all industries and sectors of society prior to the #MeToo
campaign. In a final reflection that highlights the difference and influence of media over a
twenty-year span, Fusco recognizes, “‘Two Undiscovered Amerindians Visit the West’ emerged
from and belongs to another time, before webcams and reality TV normalized exhibitionism and
turned popular media into a 24/7 hypersexed freak show. We are all in cages now, trying very
hard to couple” (blouinartinfo.com). Fusco is right. Although the freak show became a selfreflexive vehicle to critique the power structures that have historically kept those labeled as
others, freaks, and monsters in the postmodern, the 24/7 exhibitionism of media locks society
into a simulation of a simulation. Simulacra existed prior to our “24/7 hypersexed freak show.”
With most of our lives now lived online, we are in danger and have already lost our capacity to
critically think, empathize, and peacefully communicate because our screens wall us off from the
humanity of face-to-face interactions. This is not some paranoid illusion. The negative effects of
our 24/7 world are well-known and on the rise. Early employees of FaceBook and Google 61 have
recently banned together to form the organization the Center for Humane Technology. Their
homepage importantly states their mission as, “Reversing the digital attention crisis and
realigning technology with humanity’s best interests” (http://humanetech.com/). The creators of
the world’s largest media companies have acknowledged the monster they created and its
deleterious effects on society. The Center defines the problem as, “Our society is being hijacked
by technology. What began as a race to monetize our attention is now eroding the pillars of our
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society: mental health, democracy, social relationships, and our children”
(http://humanetech.com/). As a reminder, our earlier discussion focused on the lure of the freak
show, its subsequent commodification in culture to grab our attention, Crary’s genealogy of the
crisis of attention over the past one hundred years, and the role of the apparatus for both
Benjamin and Crary in the digital age. Despite the monetary gain from holding our attention
hostage, the creators of this power structure must now contribute to its dismantling.
Nevertheless, the sideshow and its aesthetics continue to live on in society and especially in
politics.
The link between sideshow, caricature and politics, became popular during the nineteenth
century and by the 1880s, sideshow was a regular subject of naturalist paintings (Thomson 22).
The association of traveling performers with alienation 62 and melancholy had been long
established by Seurat’s time. Furthermore, the sideshow was part of everyday life in the
marketplace so it was both a common and inspirational art subject, especially for the depiction of
political metaphors in France. These performers, known by many names – la banque,
banquistes, saltimbanques – were sometimes hired by the aristocracy to perform in their homes.
Political caricatures of parade and saltimbanques were famously employed by Honoré Daumier
and his work reached its height of popularity during 1888, the same year Seurat exhibited Circus
Sideshow (Thomson 27). Published in 1834, Daumier’s caricature, Bring Down the Curtain; the
Farce is Over, depicts sovereign Louis-Philippe of the July Monarchy, known to favor the
bourgeoisie, as a morbidly obese Pierrot clown63. With high art in his sights, Daumier’s
lithograph, Les Saltimbanques, was printed in 1839 with the caption, “Here You See the Great
Celebrities of Literary, Musical and Artistic France; They are Thirty-Six Feet Tall—Measured
Below Sea Level,” and presents Victor Hugo, Hector Berlioz, and Paul Delaroche, as freaks at
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the sideshow. The caption imitates the patter of a sideshow talker (see fig. 43). Unlike Seurat’s
generalized faces of spectators and performers, Daumier depicts every single body in grotesque
parodies of dwarves with varying additional medical conditions. The bally stage and sideshow
banners are clearly visible and the talker distinctly points his cane to the stage, which is in stark
contrast to the relaxed pose, facial expression, and cane calmly tucked under the arm of
Ferdinand Corvi. This example is one of many political comparisons included in the exhibit
Seurat’s Circus Sideshow.

Fig. 43. Honoré Daumier. Les Saltimbanques, 1839. Metropolitan Museum of Art, New York.

In the United States, there was a historic rise in the metaphorical comparisons of the
circus, sideshow, and freak show to the 2016 Presidential election. Beginning on September 22,
2016, I created a Google Alert for the following key words, “sideshow,” “freakshow,” and
“Coney Island.” Google Alerts harnesses the power of its search tools to comb the web for any
new information, such as news articles, based on keyword search terms, automatically compiles
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the results, and send the information to the searcher’s email inbox. This media research is
included in an appendix of data that spans over a year and continues as of this writing. In
addition to written metaphorical comparisons, there were a few striking visual media
comparisons of note. In June of 2015, the NY Times Magazine hired the award-winning graphic
designers Jessica Walsh and Stefan Sagmeister to create a series of illustrations for the article
entitled, “Will Trump Swallow the G.O.P. Whole? Inside the identity crisis roiling the
Repbulican Party” (nytimes.com). A giant open-mouthed Trump-head becomes the entrance to
the “G.O.P. Fun House,” that is reminiscent of the iconic “Funny Face” and amusement park
entrances of an early Coney Island. Flashing carnival lights are aglow around the sign that sits
upon the wave of Trump’s hair (see fig. 44). Tiny business-suited people make their way down a
diagonally red and white striped path that leads to a one-point perspective vanishing point down
the black hole of Trump’s throat to visually reference the title of the article. Other illustrations
rely on circus posters (see fig. 45) or the “head-in-the-hole” boards, where carnival fun-seekers
can stick their head in the open hole of a board and pretend to be Donald Trump too. The phrase
on the board below the figure reads, “I’m With Trump,” and includes a caricature of Trump’s
body with an extended thumbs up. The political comparisons of the freak show and the circus to
the Republican Party in particular, were so prevalent, the freak show and the circus spoke out
against the negative comparisons in an unprecedented moment. Most of the responses were
presented through a satirical lens or as part of a marketing campaign, but there was a serious
undertone. The satirical news show, “The Daily Show with Trevor Noah,” featured an interview
segment where the Coney Island Sideshow Performer “Adam RealMan” explains why
comparing the Republican presidential candidate Donald Trump to the “greatest show on earth”
insults people who actually work for circuses and sideshows (see fig. 46).
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Fig. 44. Sagmeister & Walsh, NY Times Magazine, 2016
https://www.nytimes.com/2016/06/26/magazine/will-trump-swallow-the-gop-whole.html?_r=0).

Fig. 45. Sagmeister & Walsh, NY Times Magazine, 2016
(https://www.nytimes.com/2016/06/26/magazine/will-trump-swallow-the-gop-whole.html?_r=0).
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In the fall of 2016, Ringling Bros. and Barnum & Bailey Circus launched a campaign against the
United States 2016 Presidential election to stop calling the election a circus and to stop referring
to politicians as clowns. The “Circus Wants The Circus Back” (see fig. 47). campaign included a
website, videos, memes, and a host of social media advertisements on FaceBook and Twitter
with the handle #TakeBackTheCircus. In the history of the Ringling Bros. and Barnum & Bailey,
this is the first time that a circus took a stand against the negative political comparisons. The
campaign comes one year after the retirement of the elephants from the circus at Ringling. After
146 years, the circus could not financially survive after the elephant retirement and “The
Greatest Show On Earth” performed for the final time on May 22, 2017. Arguably, the circus,
who was privately owned by Feld Entertainment,64 had nothing else to lose at this point since the
#TakeBackTheCircus campaign launched months before the final curtain fell. Several popular
memes were a direct rebuttal and rejection of Donald Trump as the President Elect and his
history as a reality television personality, who famously and repeatedly utters, “You’re fired,” on
The Apprentice. An image of a performer who gets shot out of giant cannon includes the text, “I
Get Fired 3 Times A Day” (see fig. 48). Instead of Trump’s campaign phrase to “Make America
Great Again,” an image of children and families at the circus filled with excitement and smiles is
coupled with the phrase, “Make America Grin Again.” Lastly, an iconic image of tigers jumping
onto platforms in a cage, features the retort, “Now This Is A Real Circus!” and all of the memes
have the #TakeBackTheCircus at the bottom. This pointed aim singles out a single political
figure and harnesses the same media that has led to the downfall of the circus because of shifting
trends in entertainment and leisure time.
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Fig. 46. “The Daily Show with Trevor Noah,” Comedy Central network, 2016 (author screenshots).
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FaceBook advertising featured videos and a further explanation, “We here at Ringling Bros. have
had enough of the media calling this year’s election a ‘circus.’ In fact, we’re downright insulted!
Ladies and Gentlemen—we are Ringling Bros. and Barnum & Bailey — The Greatest Show on
Earth that’s not political. Visit…”. The irony is that although Ringling Bros. makes an apolitical
claim, their campaign is entirely political. Ringmaster Johnathan Lee Iverson, the youngest and
first African-American ringmaster in the history of Ringling, is at the center of many of the
FaceBook ads. Iverson’s voice as Ringmaster exclaims, “People keep calling candidates clowns,
but we’re real clowns and we take clowning SERIOUSLY!,” or “As Ringmaster of the Greatest
Show on Earth, I’m here to tell you that politics is NOTHING like the circus,” or “You think you
live in a swing state,” coupled with acrobats literally swinging through the air. Five months
before the final curtain, Kristen Michelle Wilson became the first female ringmaster. Without
diminishing the accomplishments and talents of both Iverson and Wilson, it is unclear whether
Ringling was keenly aware of attempting to influence how the final moments of Ringling would
be historically recorded since it took almost 150 years for the first African-American and first
woman to be a ringmaster.
Nonetheless, this chapter documents the popularity of the sideshow and its aesthetics
during the 1990s and 2000s in television, web, print, art, music, and as business marketing
strategy and its continued proliferation as a profitable aesthetic and formula to capture attention
in media and culture within the “simulacra of the infosphere” (Berardi 136). The transversal
emphasis on these connections among a variety of media, technological innovations, and
disciplines attests to its contributions to the cultural debate in popular media and art and provides
insights into the aesthetics and language in media culture. A significant cultural shift occurred
when the voices of sideshow performers and their microhistories were prominently and regularly
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featured in media instead of being represented by outsiders with assumed or little to no
knowledge or experience of the industry. Although the role of the sideshow in everyday life
differed in Europe as compared to its most recent invention in the United States, it is clear that
sideshow aesthetics and language retains popular prominence. The use of the words “freak
show” and “sideshow” continue to be utilized as metaphors and negative comparisons in both
politics and sports at the time of this writing but an ongoing analysis of each instance is beyond
the scope of this dissertation.

Fig. 47. Ringling Bros. and Barnum & Bailey, “The Circus Wants The Circus Back, website, 2016
(author screenshot).

It is unknown whether there will be mechanisms to document the digital ephemera of
sideshow history or whether the Ringling Bros. Circus will be revived in the future, like the
sideshow, in another form. It has been almost forty years since the reinvention of the sideshow as
a postmodern phenomenon. The postmodern label may be an unnecessary distinction at some
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point in the future but the importance of the historical distinctions provides an educational
opportunity that enable dialogue beyond the most common dualisms about the performance art
of the sideshow. As the queens and kings of the sideshow and its arts age, what will become of
their legacy and who will be there to teach, inspire, and entertain a new generation? These
answers are difficult to predict but organizations such as Coney Island USA may have a better
chance to preserve their legacy because of their nonprofit status, wider local government support,
and connection to its iconic location.

Fig. 48. Ringling Bros. and Barnum & Bailey, memes, 2016.

Moreover, the potential that lies within the art of the postmodern sideshow is its power to
not only entertain but to also disrupt our patterns of thought in favor of a new way to perceive
the world and each other. Chapter two detailed how the postmodern sideshow is an example of
the dialogic. In this digital age, the idea of human exhibition has entirely shifted with the
cellularization of labor and selfie-culture, and it has taken over our attention in spite of our own
health, well-being, and our relations with each other. What has the potential to stop the
cellularization of labor and restore our relations to one another? A potential answer lies within a
disruption that harnesses both the grotesque and the dialogic.
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Fig. 49. Ringling Bros. and Barnum & Bailey, the #TakeBackTheCircus campaign FaceBook advertising, 2016.

253
CHAPTER FIVE
The Reinvention of Intersubjectivity: Dialogical Dissensus
5.1 Introduction
We have seen in chapter one how Postmodernism is historically linked to parody because
of its “seemingly endless play of imitation,” which subverts claims of authenticity and is one of
the many forms of simulation present in media (Kearney 178). In chapter two, the postmodern
sideshow has been defined by performers with agency who utilize the performance art as an
entertaining means for societal critique that creates new perspectives among participatory
audiences. As media and culture have transversally proliferated the aesthetics of the sideshow,
there remains a constant underlying tension between the sideshow and Disneyfication, which
directly correlates to the multiplication of simulation and an unprecedented era of cognitive
capitalism and infostimuli, as previously discussed in chapter three. Since the introduction of
Baudrillard’s simulacrum, its formulas have become a profitable commodity that continues to
reign today. Jacques Rancière labels this proliferation of simulation as the reigning form of
consensus. Consensus is defined by “the idea of the proper and the distribution of places of the
proper and improper it implies” (Rancière 10). In other words, within any given society, there are
implied ideas of who is qualified to speak, rule, or act, in contrast to everyone else who is not
qualified. These shared ideas create both a hierarchy and a norm within society. Steven Corcoran
adds, “The key operation of consensus for Rancière involves matching a poiesis, or a way of
doing, with an aisthesis, or horizon of affects/quality of speech” or a way of being (11).
According to Aristotelian mimesis, human nature is based on an agreement between poiesis and
aisthesis or a productive nature and a receptive nature (Rancière 181). At the same time, this split
defined the boundary between coarse and the refined senses or a hierarchy between the chosen
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few and the masses or popular culture. In a similar comparison, Heidegger views poiesis as the
creative expression of the human spirit. Productive and creative are synonymous with one
another. When the denial of political rights of a specific subject or specific group becomes the
accepted norm or agreement, this is an example of a consensus. Postmodern sideshow
performers in the 1980s and 1990s challenged the prevailing norms and moral judgments about
the sideshow and what an “anomalous” body, either born or made, was allowed to do in society.
Although the aesthetics of the sideshow remains a popular and profitable aesthetic trend,
the simulation of polyphony in the infosphere causes concern because the presence of our
hypnotic, perpetually-networked screens creates a homogenized subjectivity. More importantly,
this furthers a physical divide between other beings, isolates us from experiences that differ from
our own, and exhausts our mental and physical capacities for our existence and empathy towards
others. The postmodern sideshow is an example of a reinvention of intersubjectivity as a form of
the dialogic through the arts; however, our active submission and participation in cognitive
capitalism has made the conditions for the dialogic more challenging, at its best, and seemingly
impossible at its worst in the era of the cellularization of labor. Semiocapitalism has reached a
new level of proliferation in what Bifo Berardi labels as cognitive capitalism (Berardi 6). With
the cellularization of labor, society is too exhausted to break away from a simulation in media
that feeds off of their bodies and minds in a variety of participatory self-exploitations.
Additionally, the valorization of data through our use of media and the internet of things are
constant, incredibly profitable, and are often invisible to our daily activities. Beyond exhaustion
and exploitation, annihilation becomes an even greater possibility in more complex geo-political
world, which includes false nuclear missile alerts65 and the further development nuclear arms.66
These events highlight a collective simulation of safety in the Western world and reveals a
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definitive Heideggerian vulnerability in our trust in technology, which includes media. This is
our current form of consensus and what profoundly affects our subjectivity.
Without a rupture or a dissensus, the cellularization of labor will continue to exist
because the erosion of leisure time no longer allows for the maintenance of the machine of our
bodies and minds. In Berardi’s Chapter 4 “Exhaustion and Subjectivity,” in After the Future, he
details the shift from the Industrial Revolution to semiocapitalism. In consideration of Marxist
capitalist theory, the maintenance of the equipment ensured a higher level of productivity but it
did not take into account the maintenance of the worker, even as leisure time was clearly defined.
When the machine relies on the human body and mind as the quintessential equipment in the
production of media in the 24/7 infosphere, coupled with an erosion of or the disappearance of
leisure time, the capacity for renewal, basic human existence, and ethics all disappear. If we are
unable to care for ourselves then how can we care for others? There are no labor laws against this
constant connection due to the deregulation of the labor market.67 This is one of the
characteristics of Bifo Berardi’s notion of precarity and it also represents the fragmentation of
work and the dissolution of community (Berardi 128). As a result, there is a loss of language and
our ability to communicate with one another. I contend, without language and communication,
the dialogic is impossible because not only are we trapped in our own echo chambers, we are too
exhausted to care. Without language, the less we can think.68 Prior to the cellularization of labor,
the historical time period that coincides with the invention of the postmodern sideshow, the
world was a radically different place where the ubiquity of cell phones and the internet either did
not exist or was about to emerge. Outside of the postmodern sideshow and other dialogic
experiences, the very idea of simulation is antithetical to the dialogic because of our active
participation in cognitive capitalism (Berardi 6). Art and ethics need to find a new path.
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Furthermore, in light of our current hyper-connected consumer condition, I contend that the
dialogic is only possible through dissensus. Dissensus reorganizes the senses or what is seen,
thought, and felt. There are parallels between Rancière’s dissensus, the role of strangeness in
Bakhtin’s dialogic, and the role of the grotesque in carnival. As the carnival space of the town
square continues to be lived increasingly online, consensus and the monologic dominate our
worlds. With the presence of echo chambers, there is a proliferation of multiple points of view
that also coincides with a return to the Baroque. This condition happens to support a multiplicity
of echo chambers which is reminiscent of Leibniz’s monads, whom Deleuze represents as the
first philosopher of the Baroque. The worlds or folds of knowledge inherent to the Baroque will
be relevant to an understanding of our current condition in an intertextual analysis of both
Deleuze and Berardi. Additionally, Rancière’s analysis of the curiosity shop in Balzac’s novel
also relates to both the sideshow and the Baroque, since cabinets of curiosities were the
precursors to the curiosity shop and most prevalent during the Baroque era. However, this
chapter will also consider the role of technology, and whether it is technology itself or the use of
technology that negatively affects our intersubjectivity and ability to empathize with others
whose viewpoints differ from our own, based on recent studies of social media in the United
States. Consequently, a disruption or dissensus will open up multiple spaces for renewal.
Dissensus, as a form of resistance through art, is a reinvention of intersubjectivity that paves the
way for communication and co-authoring through the dialogic. This ethico-aesthetics has the
potential to reorganize the sensible and enable the ethics of the dialogic. Participatory arts, like
the postmodern sideshow, have the potential to reinvent intersubjectivity because the arts have
always been instrumental in reinvention, creation, and the discovery of gaps in the system. A
disruption and disconnection from our perpetually-networked screens and minds has the
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potential to provide a reprieve, revive our imaginations, our bodies, our capacities to listen,
empathize, and communicate with others whose worldviews differ from our own.
5.2 Parallels between Strangeness and the Grotesque: Curiosity Shop
In the essay “War Porn,” Baudrillard claims the events after the September 11 terrorist
attacks on the World Trade Center in New York City were a “parody of war” that represented a
“simulacrum of power” at its most extreme. He insists that this is a consensus, which ushers in a
“New World Order” that will be both “consensual and televisual” (Baudrillard Conspiracy 205).
Rancière, on the other hand, insists there was no rupture to the symbolic order after September
11. In “September 11 and Afterwards,” Rancière explains, “To want to date it on September 11
is ultimately a way of eliminating all political reflection on the practices of Western states and of
reinforcing the scenario of civilization’s infinite war against terrorism, of Good against Evil”
(112). The cycle of simulacra and the war of good versus evil was in effect long before the
falling of the towers as were simplistic binary oppositions. This simplistic binary opposition is
mostly famously documented when Former President George Bush in his “Address to the Joint
Session of the 107th Congress” on September 20, 2001, declared, “Either you are with us, or you
are with the terrorists” (Whitehouse.archive 69). This return or reinforcement of a binary left no
consideration for other ways of being and paved a way of thinking that has had lasting
implications and influences upon the national and international social, economic, and political
spheres. These binary worlds perpetuate a violence of norms. In Chapter 3 of this dissertation,
normative was discussed in relation to Judith Butler’s text on the performativity of gender.
However, Butler also explains that the violence of norms powerfully determines what qualifies
as intelligible life, the “human,” and the “livable” and what does not qualify or in other words,
the real and the unreal (xxiii). A predetermination of reality goes beyond gender and can be
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applied to any binary construction. Nevertheless, Baudrillard’s “consensual televisual” comment
points to a dominance and repetition of non-stop images, non-stop news, and media that form a
cycle of consensus. The infinite repetition of the disturbing destruction of 9/11 has been forever
seared into the minds of those witnessing generations. The imagery was inescapable and amped
up the repetitiousness of the media. Rancière further defines consensus as, “A mode of sensory
presentation and a regime of meaning” (152). Under this condition, or dispositif, as Rancière’s
points out, there is only one reality and one interpretation of meaning. In fact, in the past thirty
years, critiques of the dispositif have remained largely unchanged and all continue to “denounce
the reign of the commodity, its iconic ideals and putrid excrement” (Rancière 152). This has
nothing to do with a shift in an artistic paradigm between modernism and postmodernism. The
call for action against the commodity and simulacra comes from every direction and continues to
include practices from the Situationist International, a group that was first established in 1957
and reached its peak in 1968. More than a half century later, Rancière demonstrates the repetition
of these recycled procedures and rhetoric through several familiar evidentiary examples.
For context, the Situationist International group claimed that the bourgeoisie created an
entire industry of leisure activities, such as television, to “stupefy the proletariat” away from any
development of “political consciousness” (Harrison et al. 702-3). The struggle against the society
of the spectacle is a struggle against the nonintervention or nonparticipation in political life.
Detournement is a key concept to the Situationist International group that has a double meaning
and it relies on the recycling of “preexisting artistic elements” that symbolize a loss of
importance, meaning, and the creation of new meaning (Harrison et al. 704). In detournement,
for the purposes of this discussion, I propose that a substitution of the artistic elements for signs
and values signals a shared metamorphosis of meaning with simulacra. In order to explain the
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connection between detournement and simulacrum, I will refer to Baudrillard’s successive
phases of the image. In order to differentiate between other Baudrillard texts referenced in the
previous chapters, the abbreviation SS will refer to Baudrillard’s Simulacra and Simulations. The
image traverses four distinct phases in which the relationship between reality and meaning
become more difficult to discern. Baudrillard explains the successive phases of the image as:
1 It is the reflection of a basic reality.
2 It masks and perverts a basic reality.
3 It masks the absence of a basic reality.
4 It bears no relation to any reality whatever: it is its own pure simulacrum.
(SS 6)
A mirror is an example of a reflection of an image that is a basic reality, which is
transparent and discernable because the object is both seen in space and reflected in the mirror.
In contrast, a mask of reality steps away from truth, deceives, and purposely conceals, which
ushers in “an age of simulacra to simulation” (Baudrillard SS 6). The third phase is akin to a
denial of an absence of a basic reality, which pretends that an appearance magically continues to
exist or what Baudrillard refers to as sorcery (6). Appearance no longer exists and simulation
marks the fourth phase. Simulacra, like detournement, also has a double. When the real no longer
exists, there is a “panic of material production” to recreate and “whose universal double is a
strategy of deterrence” (Baudrillard SS 7). This return of the “real” is a nostalgic longing for a
truth that never existed and one which advances myths and illusions of reality. Detournement
and simulacra create new meanings and reality, even if contradictory. Or as Baudrillard
succinctly claims, “The real is no longer real” (SS 7). Baudrillard’s Disneyland is the ultimate
entangled simulation and is comparable to the Situationist International group’s reference to
television leisure time and its stupefying effect. Debord adds, “At this point in the world’s
development all forms of expression are losing all grip on reality and being reduced to self-
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parody” (Harrison et al. 705). Both interrupt the political consciousnesses of the public and deter
intervention through spectacle or spectacular presentations that symbolize the commodification
of culture. Parallel to Baudrillard and Debord, Jonathan Crary also comments on spectacular
culture.
In Suspensions of Perception: Attention, Spectacle and Modern Culture, as discussed in
an earlier chapter, Crary argues, “Spectacular culture is not founded on the necessity of making
the subject see, but rather on strategies in which individuals are isolated, separated, and inhabit
time as disempowered” (3). The wresting of attention to the detriment of all else disempowers.
The apex of disempowerment, at this particular moment in technological history, is best captured
in Berardi’s characterization of the cellularization of labor.
Baudrillard, in particular, is often associated with the postmodern. However, Steven
Corcoran, in the “Editor’s Introduction” to Dissensus, is quick to point out, “Rancière’s
diagnosis is unequivocal: the postmodern carnival was basically only ever a smokescreen hiding
the transformation into ethics and the pure and simple inversion of the promise of emancipation”
(Rancière 27-28). Corcoran’s reference to carnival acknowledges the connection between the
postmodern to Bakhtin and his theories on freedom and ethics even if Corcoran does not
specifically include a direct reference to Bakhtin in name. However, despite the inclusion of
other voices, Rancière points out that liberation never arrived and the promise of the postmodern
carnival was a simulation in itself. This simulation continues to exist in its parodic form as a
profitable technique but Rancière also sees “strangeness” as key to new perceptions, which is a
relevant connection to the sideshow. First, I will discuss the parodic techniques that were often
but not always associated with the postmodern carnival simulation.
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Rancière lists these parodic techniques as: “parodies of promotional films; Disney
animals turned into polymorphous perverts; overloaded supermarket trolleys; the excrement of
consumerist civilizations; [etcetera] and machines that depicts the bowels of the social machine
as it swallows everything and turns it into shit” (152). However, despite the commonality of
these “rhetorical dispositifs” in many museums and galleries, they fail to do anything other than
to be a manifestation of another profitable commodity in itself just as the aesthetics of sideshow
in media has become its own profitable commodity. This occurs because of two reasons. First,
this parodic formula has been around for decades, if not a half of a century or more, so it is
extremely difficult to find anyone in the United States who is completely ignorant of the “power
of the commodity, the reign of the spectacle, or the pornography of power” (Rancière 152).
Second, Rancière notes, “The dispositif feeds off the very equivalence between parody as
critique and the parody of critique” (152). The result of the commodification of parody is a new
consensus of oppositional views about the role of art. On the one hand, consensus dictates that
art needs to become more modest and refrain from revelations of societal contradictions in order
to restore a sense of our common participation in the world. Or in the words, parody as form or
style is critiqued and needs to lessen or eliminate parody as a technique. On the other hand,
consensus also claims that art needs to participate in dissensus to return us to a ‘real’ world,
which reorganizes the sensible to shift the role of art and act as a force for change in society.
This stance assumes the existence of a prior and ‘real’ world. Rancière characterizes these
oppositional trends as “schizophrenic” because of the seesaw alternation “between art and social
practice” (153). These oppositional views attest to art’s ability and power to reinvent and to
reframe perceptions within a given society. For Rancière, art and politics are both forms of
dissensus because of their potential to create egalitarian practices and the disruption of a
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dominant “norm” of governing rules (3). Politics can configure “common sense” by making the
invisible visible through the process of subjectivation or reframing what is given, seen, thought,
felt, and understood. Whereas artworks, already have the capacity to reconfigure the sensible
because “they neither give lesson nor have any destination” (Rancière 149). For example, during
the French Revolution, Olympe de Gouges argued for the women’s right to vote. Rancière
explains, “If they were as equal ‘as men’ under the guillotine, then they had the right to the
whole of equality, including equal participation in political life” (77). Olympe de Gouges’
rationale is as follows—women who died by the guillotine, died because of a political judgment
against them, therefore, if their death was political, then women should be granted full political
participation in life through the right to vote. This is an example of a political dissensus.
Rancière adds, “Not only do they bring the inscription of rights to bear against situations in
which those rights are denied but they construct the world in which those rights are valid,
together with the world in which they are not. They construct a relation of inclusion and a
relation of exclusion” (77). The postmodern sideshow is an example of both political and artistic
dissensus. It is also an example of a critical art that produces what Rancière labels as strangeness.
In the context of the sideshow, state “ugly laws,” which were in existence in varying degrees,
prevented the exhibition of people with disabilities and many were not repealed until 1974,
staking claim on what an anomalous body was allowed to do. Sideshow performers, even before
its reinvention as a postmodern phenomenon participated in acts of dissensus because of their
public performances. The sideshow, as previously discussed, is a form of performance art. As a
reminder, in Chapter 2, in the 1980s, disability activists fought against Otis Jordan, “the Frog
Boy’s,” performance at the sideshow in Coney Island, but they never asked Otis’s opinion before
embarking upon their quest. Otis Jordan’s performance, of his volition, was an act of dissensus
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because he asserted his right to choose his form of employment over a consensus of meaning
represented by the moral judgements of the sideshow by a group of activists and state law.
Rancière claims, “Critical art is an art that aims to produce a new perception in the world,
and therefore to create a commitment to its transformation” (150). In order to create a new
perception or a new way of thinking about the world through critical art, there are three
necessary processes Rancière lists, “First, the production of a sensory form of ‘strangeness’;
second, the development of an awareness of the reason that strangeness; and third, a mobilization
of individuals as a result of that awareness” (150). Strangeness presents a surprise arrangement
of heterogeneous elements that reveals the underlying monologic ideologies, realities, and
societal contradictions. For the purposes of this discussion, I argue that Postmodern Sideshow
relies on a multiplicity of strangeness in presentation, speech, and space. Sideshow banners, for
example, often contain a “bullet” which is the large round circle with text often seen on the lower
portion of banners (see fig. 50). One standard sideshow banner bullet phrase is, “Strange but
True” and it purposely plays with the conditions of possibility and the real versus the unreal.
Without strangeness, there is a lack of awareness of the ideologies, realities, and societal
contradictions or, in other words, a continuity of the world as is. Strangeness is critical to
transformation because it awakens and rearranges the sensible so that there is a greater awareness
of the existence of strangeness itself and the reasons for its strangeness, which is different than a
suppression of strangeness. The role of strangeness for Rancière relates to Bakhtin’s concept of
the grotesque but there are also some fundamental distinctions. The grotesque is physically
described with a level detail that illustrates the textual genre of grotesque realism, which is
shared between Bakhtin and his admiration for Rabelais. Strangeness and the grotesque possess
the power of transformation and are often both suppressed or ignored but I believe that the
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Fig. 50. Johnny Meah, Calvalcade of Oddities, reproduction print from original banner.

grotesque is celebrated in a more exalted way because Bakhtin explicitly acknowledges and
describes all types of bodies and bodily processes as sites of becoming; the reversal of power
during carnival celebrations. I believe that the grotesque is celebrated in a more exalted way
because Bakhtin explicitly acknowledges and describes all types of bodies and bodily processes
as sites of becoming; the reversal of power during carnival celebrations. I believe that the
grotesque is included within Rancière’s categorization of strangeness but the lack of any explicit
textual descriptions is akin to a Derridian suppression of meaning in itself. Nonetheless, Rancière
does describe several examples of political art such as a Bertolt Brecht’s play The Resistable
Rise of Arturo Ui and Martha Rosler’s photographs of war and household items, among others,
to expose the strangeness, and perhaps the grotesque rules and norms that exist in society.
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Strangeness, in the examples Rancière cites, is perhaps more akin to the dialogic aspect of art
because both modify worldviews through art and both rely on the presence of active participants.
Editor Steven Corcoran comments, “At the heart of dissensus, therefore, are the processes
of dis-identification…it consists in challenging the very logic of counting that marks out some
bodies as political beings in possession of speech and consigns other to the mere emitting of
noise” (Rancière 5). Otis Jordan’s voice was not in possession of speech according to the
reigning consensus and Jordan challenged their “logic” by asserting his right to choose how he
earns a living. Dissensus is a challenge to the hierarchy and categorization of knowledge inherent
to consensus and the dispositif or the monological.
Beyond the concept of strangeness, Rancière also references Balzac’s La Peau de
Chagrin novel and focuses on an in-depth analysis of the curiosity shop mentioned within the
novel. This is important because the curiosity shop has an important connection to the history of
the sideshow and I argue that Rancière has not only an awareness of this connection but also
recognizes its importance of the heterogeneous to freedom and polyphony in opposition to
consensus and the monologic. First, I will elaborate upon the connection of the curiosity shop to
the history of sideshow.
Kathy Maher, Executive Director of the Barnum Museum, explains the influential impact
of Barnum’s American Museum in New York City during a lecture at the Coney Island Museum
on April 14, 2018.69 The American Museum was more than a sideshow, it was natural history
museum that was geared towards family entertainment with a focus on education. The American
Museum was a singular structure which included the first zoo and the first aquarium with whale
tanks in the basement. Barnum based many of the aspects of his museum on what was already
present in Europe (Maher). The natural history museum is an outgrowth of the cabinets of
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curiosities that popularly originated during the Baroque era in Europe throughout England, Italy,
France, and Germany, among others. The cabinets were collections of heterogeneous objects and
oddities that date back to the display of religious relics of the bone fragments of saints or
apostles in medieval churches (Mauries 7). The collections, often called cabinets of wonder,
began to be categorized within systems of classifications and included a range of objects such as
shells, antiquities, taxidermied animals both real and faked, scientific instruments, jewels, fossils,
unusually shaped skulls and skeletons, or freaks of nature, among many other objects.
In a very specific reference to the history of cabinets of curiosities, Rancière points out,
“Balzac contrasts Byron the poet…to the true poet of the time, a poet of a new kind –– Cuvier,
the naturalist, who has done ‘true poetry’: he has rebuilt cities out of some teeth, repopulated
forests out of some petrified traces and re-discovered races of giants in a mammoth’s foot”
(Rancière 170-1). Baron Georges Cuvier (1769–1832) was an important scientist, zoologist, and
naturalist, whose original cabinet of curiosities evolved into a large collection at a natural history
museum in Paris.
During the 1840s and 1850s in United States, access to information and travel was
difficult because of the lack of infrastructure and reliable, fast transportation. Barnum’s
American Museum was an important intersection of science, technology, and culture that would
have been nearly impossible to learn about given the specific limitations of the time period.
Despite the historical judgments about Barnum in popular culture, it is also important to
acknowledge that role of the American Museum as an educational entertainment institution.
Similar to Epcot Centre today in Florida, Barnum’s museum included people from other
countries which featured their traditional clothing, culture, and music. Epcot has a requirement
that all of people who work for each “country” in their theme park must be from the same
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country of origin so Walt Disney World borrows from Barnum. According to Maher, thousands
of people visited Barnum’s American Museum every day. Some traveling sideshows today
feature “museum shows” where the exhibits include taxidermied animals, pickled punks or fake
fetuses in a jar,70 better known as “pickled punks,” live two-headed turtles, strange artifacts, and
anything weird or bizarre.
In a return to Rancière, the importance of the curiosity shop is in its inclusivity and
equality of all objects regardless of status, time, place, presentation, or classification. Rancière
observes:
The mixture of the curiosity shop made all objects and images equal. Further, it
made each object a poetic element, a sensitive form that is a fabric of signs as
well. All these objects wore a history on their body. They were woven signs that
summarized an era and a form of civilization and their random gathering made a
huge poem, each verse of which carried the infinite virtuality of new stories,
unfolding those signs in new contexts. It was the encyclopedia of all the times and
the worlds. (170)
Rancière’s description is very poetic in itself. By describing each object in the curiosity shop as
poetic, Rancière acknowledges the acceptance and appreciation for each object as well as
honoring their individual uniqueness. Every object in the curiosity shop is a summary of signs
forever inscribed on its body and the physical presence of each object, as opposed to a
metaphysical presence, is equal to the other objects. I link the curiosity shop in Rancière’s
description as akin to Vattimo’s microhistories. The curiosity shop, like the fold, weaves the
individual histories into infinity and manifests within the combined poeticism of each object and
image. Nevertheless, it is important to acknowledge that the first collectors were usually men of
“refined tastes,” whose collections reflected the taste and history of the moment. The
microhistories of the objects were subject to a variety of factors that may expand, diminish, or
morph into other narratives because of their inclusion within a larger collection. The cabinets of
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curiosity and later dime museums, associated with the sideshow, loose their connection with
refined tastes and become more aligned with kitsch. Furthermore, every object is capable of the
creation of new stories because of the presence of other objects. Polyphony in all of its
multiplicity freely exists in the curiosity shop and their collective, unique presence creates a
poetic story of infinite times, places, and signs.
According to Rancière, there are three regimes of art. In the ethical regime, art is viewed
as far removed from the truth and under the same consideration of the role of art in Plato’s
Republic. Art is not autonomous in the ethical regime. In the representational regime, art is seen
as imitation and the use of materials is based on established rules and norms. Certain genres of
art are “higher” than other genres such as painting and sculpture over craft. Lastly, the aesthetic
regime, completely rejects all normativity in favor of new meaning and new possibilities (21-22).
The curiosity shop infinitely unfolds and creates poetic new stories. Rancière claims, “It [the
curiosity shop] is re-aestheticized in a new way. The ‘heterogeneous sensible’ is everywhere.
The prose of everyday life become a huge, fantastic poem. Any object can cross the border and
re-populate the realm of aesthetic experience” (134). The aesthetic regime creates a revolution
because it engages in a double action that causes a rupture and reconfiguration of the sensible.
Corcoran declares, “The aesthetic regime undoes the knot between poiesis and aesthesis and
loses human nature,” however, “but the loss brings with it a promise of a new form of individual
and community life” (21). This doubling is similar in theory to detournement because of the loss
of importance and meaning to the creation of new meaning. However, it is important that the
aesthetic regime is not conceived as a reversal or as part of a binary, it must exist between the
“unresolved tension between two resistances” (Rancière 191). Or in other words, the aesthetic
regime must find the gap in order to create new possibilities for individuals and communities to
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be empowered. Art cannot overcome itself or supplement all meaning without the risk of
becoming a parody of its “alleged efficacy” (Rancière 156). If art were to supplement all
meaning, it would be complicit in another simulation that rejects the real for the symbolic, but
this recycled notion of the real versus the symbolic points to another simulacrum. Rancière
illustrates, “There is no ‘real world’ that functions outside of art. Instead, there is a multiplicity
of folds in the sensory fabric of the common, folds in which outside and inside take on a
multiplicity of shifting forms, in which the topography of what is ‘in’ and what is ‘out’ are
continually criss-crossed and displaced by the aesthetics of politics and the politics of aesthetics”
(156). For instance, the aesthetics of sideshow has fluctuated in popularity in media and culture,
as detailed in the previous chapters. The postmodern reinvention of the sideshow vacillated
between acceptance and outrage in both consensus and acts of dissensus under the lens of
Rancière. Reversals and binary oppositions, even if temporary, provide a limited view with
which to analyze the multiplicity of voices or polyphony that simultaneously exists with media
colonization. Similar to the unfolding of new stories in the curiosity shop, Gilles Deleuze
elaborates upon the fold and the generation of meaning in the Baroque in The Fold: Leibniz and
the Baroque.
5.3 The Baroque: Dialogic Dissensus and the Maternal
Deleuze claims, “The Baroque refers not to an essence but rather to an operative function,
to a trait. It endlessly produces folds. It does not invent things: there are all kinds of folds coming
from the East, Greek, Roman… folds (3). Quintessentially connected, this description of the
Baroque in Gardner’s Art Through the Ages is as follows, “The Baroque is almost obsessively
interested in the space of the unfolding universe” and “the Baroque scientist comes to see
physical nature as matter in motion through space and time” (Gardner 750). New discoveries in
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astronomy, physics, mathematics and geometry extend the optical and theoretical reach into our
cellular and celestial worlds.71 Milton and Shakespeare expand upon the poeticism and the rise of
theatrically of the Baroque. Deleuze continues, “Yet the Baroque trait twists and turns its folds,
pushing them to infinity, fold over fold, one upon the other” (3). There is a fervor to capture
motion, as if it were a moment frozen in time, and explicitly represent or record that moment
through a multiplicity of expressions and “mechanical simulations” (Gardner 751). As a stylistic
label, the Baroque has been mostly associated with architecture and painting, and in sum, all of
the fine arts known at the time yet there is no Baroque associated with philosophy. In fact, the
Baroque has been historically met with either denial or dismissal of its existence. Deleuze
emphasizes, “It is nonetheless strange to deny the existence of the Baroque in the way we speak
of unicorns or herds of pink elephants” (33). Part of the denial of the Baroque rests within the
dualism between Classicism and its calm rationality as opposed to the Baroque display of the
senses and emotions along with dynamic movement (Gardner 751). The existence of the
postmodern sideshow as an art form and its aesthetics has also been sometimes met with the
same incredulity and disparaging judgments because it is also more aligned with the Dionysian.
As a reminder, in chapter three of this dissertation, I analyzed Berardi’s view of the postmodern
imagination as the proliferation of multiple points of view inherent to the resurgence of the
Baroque and where simulation and fractalization are its essential categories (Berardi 115).
Although our ideas of simulation and fractalization have shifted, in order to understand
Deleuze’s operative function of the Baroque and how it relates to Berardi, I will further describe
some of the important historical characteristics of Baroque artistic expressions.
Within the context of art history, the Baroque cannot be defined by one set of stylistic
principles but it is often characterized as “dynamic, brilliant and colorful, theatrical and
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passionate, sensual and ecstatic, opulent and extravagant, versatile and virtuoso” (Gardner 750).
No one point of view or singular stylistic principles dominates the Baroque. I find the Baroque as
analogous to multiplicity and polyphony. The simulation of realism reached an apex through
several notable artistic expressions during the Baroque such as trompe-l’oeil, the tenebrism72 of
Caravaggio’s paintings, intarsia,73 still life easel paintings, and the religious grandeur of the
Quadratura or highly illusionistic ceiling painting that seemed to physically extend the
architecture of the building to the heavens and is best represented by Andrea Pozzo (see fig. 51)
(visual-arts-cork.com). Nineteenth century critics used the term Baroque pejoratively, especially
in art and architecture. Notably, Johann Joachim Winckelmann, known as the father of art
history, was particularly critical of the Baroque and especially of Bernini, the quintessential
Italian artist of the Baroque. In a description of sculpture, Winckelmann attacks, “I will not
maintain that all artists lacked visual accuracy at a time when all figures were equally
consumptive…and when they all looked as if they suffered from dropsy, because of Bernini: for
here the blame lies in a false system, which was chosen and followed blindly” (94). Dropsy is a
form of edema that is characteristic of congestive heart failure. Essentially, Winckelmann saw
Bernini’s sculptures as swollen, heavy, excessive, and bordering on the grotesque. Or more
directly, “For this reason Bernini, who had no feeling for human beauty, could have been a great
architect, which praise he does not deserve in sculpture” (Winckelmann 97). Despite
Winkelmann’s clear bias against Bernini, other art historians such as Heinrich Wölfflin, to whom
Deleuze references in his text, provides a more objective analysis. Nonetheless, it is important to
acknowledge that Winckelmann championed the superiority of Greek art and an interest in Neo
Classicism, which fundamentally influenced cultural and philosophical thought through art
history.
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Bernini and the spirit of the Baroque is summarily captured in the artist’s creation of the
baldacchino (see fig. 52) and the Cathedra Petri that frames this altar in St. Peter’s cathedral in
Rome. The baldacchino swirls upward with a dynamic and swarming vertical energy that is
composed of multiple types of forms. The Cathedra Petri bursts, overflows, folds, and radiates
with pious and angelic figures, radiant light, billowing clouds, and dramatic folds of drapery. The
energy and multiplicity in these examples of Bernini’s work allow the viewer to both see and feel
the energy that characterizes the Baroque.

Fig. 51. Fra Andrea Pozzo. The Glorification of St. Ignatius. 1691-94. Nave, Sant'Ignazio,
Rome. (Photo: Artstor)
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Fig. 52. Gianlorenzo Bernini, baldacchino and Cathedra Petri, 1624–1633, St. Peter’s Cathedral, Italy
(Photo right: Artstor)

In the article entitled, “Bernini’s Genius,” in Smithsonian magazine, Arthur Lubow
describes the prolific scope of Bernini’s most ambitious project of his career:
From 1624 to 1633, he designed and oversaw the construction of a massive
bronze baldacchino, or canopy, above St. Peter’s tomb. Traditionally, a tomb of
this importance would have been covered with a small temple-like structure.
Instead, Bernini fashioned four twisting columns as posts, which he topped with
something that resembled a bed or processional canopy. Slender, leafy branches
climb the columns, and from the roof, clothlike panels and tassels hang—all in
bronze. (Lubow)
Cardinal Maffeo Barberini, who was later elected as Pope Urban VIII in 1623, commissioned his
friend Bernini to create many sculptures and environments throughout the Pope’s twenty-year
reign (Lubow). Beyond the large scale of the baldacchino itself, I contend that the double
meaning of the canopy as a bed becomes a Baroque sexualized metaphor of birth, which includes
the grotesque and ties directly to the sideshow. Upon close inspection of the baldacchino, the
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variety of imagery embedded throughout the structure contains a collection of various flora,
lizards, bees, flies, strange fish, bizarre satyrs, suns, jeweled papal crowns, medals, rosaries, and
classic architectural motifs and allegorical statuary that creates sculptural cabinet of curiosity; a
popular pastime of the Baroque as mentioned earlier. In addition, the lizards were not sculpted
but were cast from real lizards (Fehl Hermeticism 176).74 In the context of curiosity cabinets or
wunderkammers, these objects were collected for pleasure and knowledge and they represent a
multiplicity of points of view. In consideration of the Vatican archives and the Vatican
Museums, the imagery within the baldacchino becomes less surprising as a reference to a cabinet
of curiosities because of the scope of the Vatican’s collection. The Vatican archives are
legendary in themselves thanks to their fifty-three miles of shelves with documents that span
over twelve centuries, and the Vatican Museums contain one of the largest art collections in the
world (Blakemore). Beyond this massive collection of textual and artistic knowledge, the bases
of the baldacchino capture a multiplicity of viewpoints and a metaphorical birth, which
reinforces the double meaning of canopy as a bed. Bernini’s columns capture a powerful energy
inherent to creation, life, and pleasure through the golden twisting upward motion of the columns
that teem with life through a plethora of vines, acanthus leaves, cherubs, golden flies and lizards
(see fig. 53). The baldacchino literally comes to life in a way that creates a momentary
forgetfulness that the flora and fabric are both immovable and hard. At the same time, the
baldacchino is above the tomb of St. Peter, the founding father of the Roman Catholic church
and disciple of Jesus Christ. Life and death is stratified above and below the marbled floor but
more than that, the baldacchino is a symbol of rebirth. As a canopy, which is used both as a
portable shield from the weather and as an important ceremonial centerpiece, it feels as if it is
suspended in a temporary moment of procession. The canopy becomes paradoxically nomadic to
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the church’s authority and its own materiality, which creates a heterotopic space of festivals and
of deviance as reflected in the double meaning of the imagery on the stemme of the four
columns.
At the base of each of the four columns are a series of eight stemme or heraldic crests.
The bees, inherent to the Baberini family crest, symbolize Pope Urban VIII as the patron.
Strangely, the head of a woman peeks out from under the top curling scrolls of the crest on seven
of the eight stemme. Instead of a head of a woman, a baby or cherub appears in the exact same
location as the woman on the last crest. According to Philipp Fehl, who authored the article “The
‘Stemme’ on Bernini’s Baldacchino in St Peter's: A Forgotten Compliment,” “The woman’s
head, in a number of these representations, is contorted in pain and, if one takes the shield of the
stemma to represent her body, she appears to be in various stages of pregnancy” (487). Fehl
suggests that the story can be followed if one views the stemma on the left and continues
clockwise. The seven faces of the woman transitions from happiness, distress, pain, and old age,
which, when coupled with the smiling cherub, metaphorically represent the cycle of life from
birth until death, with a focus on creation (see fig. 54).
The body of the pregnant woman is most apparent from two different views. First, the
frontal view of the crest appears to be extended like the full belly of a mother with child (see fig.
55). Additionally, the positions of the three bees of the Barberini stemma and the crest itself
literally extend out into space to anatomically imply both the breasts and the navel; also
symbolic of pregnancy and the maternal. The navel area seems to extend slightly more outward
than the other areas of the crest as if the stone of the crest was pregnant. The extension of the
stemma can also be seen from a side view (see fig. 56).
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Fehl describes the strange progression and inclusion of seemingly disparate imagery at
the base of the eight columns of the Baldacchnio as:
We see in the no-man’s land of double existences captive female figures whose
bodies are also the shields of the stemme proper. As the bees go about their
business of being Barberini emblems, with all that this mission implies for the
good of Christianity, the women appear to be agitated in various and possibly
increasing forms of discomfiture. It is not until we return to the front of the
baldacchino and face the first of the Barberini crowns that we may confidently
say we see a stemma truly suggesting peace. And even that representation of a
felicitous reign is improved upon when, in the stemma with the other Barberini
crown the female, as we have noted above, is replaced by the smiling cherub
observing the bees crawling on what is now but their proper shield. Our circuit is
thus completed and brought to a happy and lasting resolution. We moved along a
road depicting a transformation which is quite comparable to that of giving birth:
from confusion to knowledge, from agitation to quietude, from the labours of the
Barberini bees under adverse circumstances to the arrival of the cherub and the
successful establishment of the rule of Urban VIII. (Stemme 488)
The metaphor of the maternal has always been a part of the Catholic Church’s discourse and
Bernini’s depiction of the maternal is perhaps the most explicit reference to the maternal and
sexuality. Furthermore, the explicitness also transforms into the grotesque and this is especially

Fig. 53. Gianlorenzo Bernini, baldacchino column detail, 1624–1633, St. Peter’s Cathedral, Italy (Photo: Artstor)
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Fig. 54. Gianlorenzo Bernini, stemme detail, 1624–1633, St. Peter’s Cathedral, Italy (Photo: Roberto
Piperno https://www.romeartlover.it)

Fig. 55. Gianlorenzo Bernini, stemme, 1624–1633, St. Peter’s Cathedral, Italy (Photo: Artstor)
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Fig. 56. Gianlorenzo Bernini, stemme, 1624–1633, St. Peter’s Cathedral, Italy
(Photo: Roberto Piperno https://www.romeartlover.it)

seen in the satyr imagery at the bottom of the stemme (see fig. 57). Fehl explains, “It [satyr]
represents an evil or elementarily destructive principle which is overcome by the presence of the
cherub, the virtuous principles of the device on the stemma and the very weight of the
papal keys,” whereas the cherub with the “blossoming flower” above its head is an “ornament to
life” (Stemme 488). Satyrs have been historically associated with Dionysus,75 pleasure, frivolity,
and fertility and they are often depicted in amorous pursuit of nymphs or Maenads. Part man and
part beast, in Greek mythology, satyrs were often depicted with an erect phallus (brittanica.com).
In ancient Rome, Faunus is a similar creature who was also associated with fertility. The satyr
faces on the stemme also resemble genitalia in a hermaphroditic or “doubling” of both meaning
and presentation because of the presence of both the phallic shape below what appears to be a
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pair of eyes and the position of the satyr below the navel of the pregnant woman. However,
given the overall theme of birth, the presence of the feminine is explicitly more dominant within
the face of the satyr through the depiction of a vulva with labial and clitoral references. This
doubling amplifies the sexualized, hybrid, ‘freak’ character of the stemme of the baldacchino and
correlates to the sexualized grotesque often associated with the sideshow. Paradoxically, there is
also a simultaneous revealing and concealing of imagery and meaning that can only be seen upon
a closer visual analysis; yet the stemme of the baldacchino are difficult to analyze within the
space of St. Peter’s itself because the area closest to the baldacchino is often cordoned off and
visibility is contingent upon the daily ceremonial program at the church. Additionally, imagery
of all eight stemme are difficult to find in major art databases used for research purposes. At the
center of Catholicism, is the representation of birth and the maternal as powerful form of
creation. Within the Baroque, there is a return to a double and a multiplicity of points of view,
which are most profoundly depicted at the power center of the Catholic church. Fehl concludes,
“The little aside of the story of the stemme is nothing but a tale within a tale within a tale”
(Stemme 490). Fehl’s reference to a tale within a tale is akin to Derrida’s notion of the trace or
différance or as Gayatri Chakravorty Spivak explains, “One sign leads to another and so on
indefinitely” (Derrida xvii). Derrida describes the trace as, “Where the relationship with the other
is marked” and the existence of an origin or stable presence is non-existent because there is an
endless chain of meaning (47). Of Grammatology details how writing, representation, and
imagery, have been historically seen as exterior, outside, excess, perverse, monstrous,76 as
imitation which has positioned it as “other” since Plato, and Saussure’s vertical elevation of
speech over writing in linguistics.77 In the fortieth anniversary edition Of Grammatology, Judith
Butler explains, “But a grammatology will investigate the conditions of writing understood as the
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conditions of language, where “conditions” are replaced by terms such as “trace,” différance, and
“arche-writing,” all of which contest the possibility of establishing a set of original rules
governing a closed system for accounting for the signifying process” (Derrida 4 [2016]). In other
words, grammatology questions how our use of language, both spoken and written, affects and
contributes to the formation of subjectivity and a dualistic view of the world, which creates
vertical and monological hierarchies to the exclusion of all other possibilities. This discussion of
language and representation is relevant to our analysis of the word “freak” in Chapter three of
this dissertation. The repercussions of these dualistic categories of knowledge enforce or create
mythological origin stories and exercise a tyranny of normality at their most extreme
expressions. The church has a history of repression and suppression, along with other dispositifs
that include government and societal structures, which has similarities to the suppression of
meaning between writing and language, yet the baldacchino stands in opposition as if it were a
choric space of unstoppable, energetic, formation and birth that is characteristic of the Baroque
itself. The baldacchino’s multiple representations of imagery, plentitude, and doubling of
meaning is remarkable because of its location at the heart of the Roman Catholic Church, a
center of historical and metaphysical power. Derrida emphasizes, “Differánce is therefore the
formation of form” (63). Or in other words, the birth of form, which connects to the chora,78 a
maternal space and receptacle of subjectivity. Furthermore, the combined imagery of the
baldacchino with its multiplicity of meaning gives birth and energizes the variety of life forms
present underneath the ceremonial canopy of conception, which is also over the tomb of St.
Peter. Bernini’s radical vision of creation simultaneously borrows from classical, pagan, and
religious iconographic motifs. The Baroque that is most often associated with Bernini has a
connection to the contemporary aesthetics and philosophy with Gilles Deleuze. In The Fold:
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Leibniz and the Baroque, Deleuze reclaims the Baroque as a trait that has the power to create
infinite new stories. For Deleuze, “Leibniz happens to be the philosopher of the Baroque,”
because Leibniz (b.1646-1716) rethinks subjectivity or “point of view” and he is the “first great
philosopher and mathematician of the pleat, of curves, and twisting surfaces” (xi). In other
words, Leibniz is relevant to our contemporary understanding or “unfolding” of the world at the
end of the twentieth century. To understand the depth of Deleuze’s reference to the Baroque, I
will return to Leibniz as a further explanation into the importance of the proliferation of multiple
points of view and subjectivity. Leibniz’s theory of Monadology describes soul-like entities
named monads in a link to the metaphysical and “for Leibniz there are infinitely many
substances, with the properties only of souls” (Kenny 557). Subjectivity is based on individual
points of view that are contingent upon experiences. These multiple points of view are expressed
as, “Each individual through its history has many predicates true of it, predicates whose totality
defines it as the substance it is. Each such substance, we are told, ‘expresses the universe after its
own manner’, encapsulating the world from a particular viewpoint” (Kenny 555). Despite the
metaphysical connection, Leibniz’s monadology was optimistic and with a basis in harmony.
Each monad is unique with independent thoughts and perceptions. Monadology becomes
nomadology because of the proliferation of the multiple points of view.
The title of the book, The Fold: Leibniz and the Baroque, is also reference to the folds of
billowing fabric of Baroque costumes as well as references to painting, music and sculpture.
Deleuze extols, “And when the folds of clothing spill out of painting, it is Bernini who endows
them with sublime form in sculpture, when marble sizes and bears to infinity folds that cannot be
explained by the body, but by a spiritual adventure that can set the body ablaze. His is not an art
of structures but of textures…” (121-122). What is most important about the infinite folds,
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according to Deleuze, is that painting, architecture, sculpture, or music, exceed the frame in
which they are contained in that they represent a multiplicity and unity all at once. This is
important because a unity of multiplicity is more than a simple binary. It is a unity of the arts
without a vertical hierarchy and with many possible trajectories. This reframing eliminates the
frame or allows multiple frames that open, bend, and twist in infinite origami-like structures.
Deleuze explains, “For some time the world has been understood on a theatrical basis, as a
dream, an illusion — as Harlequin’s costume, as Leibniz would say” (125). Deleuze references
some of the major theories of subjectivity in his reference to Leibniz and the Harlequin
originates in commedia dell’arte.

Fig. 57. Gianlorenzo Bernini, stemme detail, 1624–1633, St. Peter’s Cathedral, Italy
(Photo: Roberto Piperno https://www.romeartlover.it)
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In commedia dell’arte, a theatrical art form that began during the sixteenth century
Baroque era in Italy, the Harlequin or Arlecchino character was born and became a mainstay of
this improvisational cast. The origin of the character is debated between either a derivation from
a demon from Dante’s Inferno named Alichino or Hellequin, another type of demon that drove
“damned souls to hell” from French Passion plays (Meagher). In commedia dell’arte, Arlecchino
wears a diamond-patterned costume to symbolize his peasantry, a mask with warts or
reminiscent of a “monkey, cat, or pig,” and is usually “gluttonous, illiterate, and gullible” (see
fig. 58) (Meagher). Additionally, Arlecchino carried a batacchio or slapstick.
During the seventeenth century, “Harlequin had become a faithful valet, patient,
credulous, and amorous. This last quality often led him into difficulties from which he managed
to extricate himself by cleverness and irrepressible high spirits” (Encyclopedia Brittanica).
Harlequin is resourceful, creative, and realizes how to find his way out of each situation. Perhaps
the seventeenth century Harlequin is more aligned with the Baroque but the reference to the
pattern of the costume suggests other meanings as well. The Harlequin’s costume began as a
patchwork of fabrics stitched together and developed into its signature diamond-shaped pattern
with definitive boundaries or in other words, in reference to the Deleuze quote above, limited
ability to see beyond the illusion of defined boundaries. Relatedly, Deleuze further explains,
“But the essence of the Baroque entails neither falling into nor emerging from illusion but rather
realizing something in illusion itself, or of tying it to a spiritual presence that endows its spaces
and fragments with a collective unity” (125). A realization is a choice and an awareness of
illusion and presence and every other possibility. The Harlequin’s costume is a unity of multiple
diamonds. Furthermore, the mask plays a critical function in Bahktin as a powerful symbol of
metamorphosis, transformation, and joy.
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Fig. 58. Franz Anton Bustelli, Harlequin, 1760, The Metropolitan Museum of Art, New York

In commedia dell’arte, the zanni79 (servants) were often the most subversive and
important characters and Harlequin began as a zanni (Meagher). As key characters, they were
also street entertainers, acrobats and clowns and this also connects them to the sideshow.
Commedia dell’arte borrowed from other classical and literary traditions (Encyclopedia
Britannica). It is a lost art but what little is known is that commedia dell’arte relied on
recognizable characters from everyday life and the actors who played these roles perfected the
comic act of the one character they played in professional troupes. According to Jennifer
Meagher from the Department of European Paintings and the Metropolitan Museum of Art’s
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Heilbrunn Timeline of Art History,80 “Each stock character of the commedia evolved a distinct
set of attributes—characteristic speech, gestures, props, and costume—that became standard to
the portrayal of the character” (Meagher). These parodic characters 81 often wore masks, spoke in
the local dialect, and many of the caricatures became well-known and popular throughout
Europe. Meagher describes commedia dell’arte as, “Characterized by improvised dialogue and a
cast of colorful stock characters that emerged in northern Italy in the fifteenth century and
rapidly gained popularity throughout Europe. The earliest known company formed in Padua in
1545, and by the turn of the seventeenth century troupes such as the Gelosi, Confidenti, and
Fedeli enjoyed international celebrity.” Punch and Judy shows emerged with commedia dell’arte
and these shows were also a staple of the Victorian era circus sideshows throughout Europe (see
fig. 59) and in the United States 82. Performances often occurred in open air fairs or fête foraines
similar to the ones discussed in Chapter 4 in relation to Seurat’s Circus Sideshow painting and
the Gingerbread Fair. The clown characters in commedia dell’arte influenced the differentiation
among the variety of clown types in circus and sideshow history as well as clowning styles
taught at clown colleges83 and schools today, such as Harlequin and Pierrot.

Fig. 59. Unknown, London Punch & Judy sideshow banner (Photo: sideshowworld.com)
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Besides commedia dell’arte, the Baroque is also connected to opera. Music historian Brian
Robins claims, “True opera buffa owes a substantially greater debt to commedia dell’arte,” and
in particular, Neapolitan opera buffa. It was significant that Neapolitan opera buffa catered to the
public instead of the aristocracy because the actors were familiar with the characters as
representations of their everyday life (Robins). Opera buffa was a form of popular culture.
Deleuze positions music and opera at the apex of the Baroque, when he says, “Perhaps music is
at the apex, while the theater that moved in that direction is revealed as opera, carrying all the
arts toward this higher unity” (127). In a recent example of opera that is in line with the topic of
sideshow and the Baroque is Mozart’s opera buffa (funny) Così Fan Tutte. Robins claims that
Neapolitan opera buffa laid the foundation for Mozart and Così Fan Tutte was originally set in
Naples. The latest production at the Met Opera has been radically reimagined with a 1950s
Coney Island sideshow theme, a modern example of popular culture or kitsch (see fig. 60). These
two performative art forms, opera and sideshow, have been in artistic opposition to one another
over the last century and their unity of multiplicity acknowledges the illusion of these boundaries
and the infinite possibilities of their unity through polyphony.

Fig. 60. Cosí Fan Tutte, 2018 (Photo: Marty Sohl/Metropolitan Opera)
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Mozart’s Così Fan Tutte is a reference to “they’re all alike” or more colloquially, women
are all the same. The story is summarized as:
The sisters Fiordiligi and Dorabella are happily engaged to Guglielmo and
Ferrando, respectively. Don Alfonso doesn’t think the women will stay faithful,
and he convinces the men to test the sisters by disguising themselves and trying to
seduce them. With the help of the sisters’ maid Despina, the disguised men are
introduced to the women, but the sisters quickly reject them. The men pretend that
they are so upset by this rejection that they take poison. After an elaborate “cure,”
the sisters still reject the men’s advances but begin to have feelings for them.
Despina coaches the women on how to flirt, and the sisters decide that they may
as well amuse themselves with the strangers. Don Alfonso encourages them to go
walking together, and first Dorabella, and then later Fiordiligi, fall prey to the
charms of the disguised men. Don Alfonso makes arrangements for a double
wedding, but at the last moment, Ferrando and Guglielmo return without their
disguises and confront the women. The day’s tricks and failures are revealed, and
the original couples are reunited. (The Metropolitan Opera)
Amanda Majeski plays Fiordiligi, Serena Malfi as Dorabella, Kelli O’Hara, a Broadway
star, plays Despina, Ben Bliss is Ferrando, Adam Placheta is Guglielmo, and Chistopher
Maltman is the character, Don Alfonso. O’Hara’s addition to the operatic cast as a leading
Broadway star also blurs the boundaries between Broadway and opera, a boundary that has also
been historically debated.
Most importantly, actual sideshow performers from the Coney Island Circus Sideshow,
known as “skills performers,” performed their craft on equal footing with the opera singers (see
fig. 61). The sideshow performers performed acts of fire eating, sword swallowing, contortion,
and snake charming all on stage during one of the major scenes of the opera. Little people, tall
people, and a bearded lady shared the stage as well, although the beard was not real and this
blurring between the real and illusion remained dominant throughout the production. The
sideshow performers include sword swallowers Ray Valenz and Betty Bloomerz (Fig. 62), fire
eater Sage Sovereign (Fig. 63), contortionists Jonathan Nosan and Anna Venizelos, “The Giant”
Nicholas DeCegli, Leo Mendez, the “Human Gumby,” who practices a form of contortion he
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calls “bone-breaker” style, and Zoe Ziegfeld, a snake charmer, “who handles a nine-foot-long
boa constrictor onstage” (Fig. 64) (Kilgannon). There has been extensive media coverage of
Così. In particular, The New York Times emphasizes the fact that many of the sideshow
performers are local to the New York area. In their media coverage, The New York Times’
website provides links to each of the performers’ social media sites, something that lacks from
other media coverage of Così; few of them in fact lists any of the sideshow performers by name.
Contortionist Jonathan Nosan points out, “Opera singers are so extreme with their voice and
we’re extreme with our bodies. We were so impressed with the singers and they are so impressed
by us. It’s reciprocity of extreme passion” (Kilgannon). This reciprocity did not always extend to
the experts of opera and their appreciation of Pye’s interpretation of Così, which I will discuss
shortly. In short, much to the chagrin of opera experts, the audience laughter and applause
sometimes drowned out the music.

Fig. 61. Così Fan Tutte, 2018 (Photo: screenshot of metopera.org)
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Fig. 62. Sword Swallowers Betty Bloomerz and Ray Valenz, 2018 (Photo: screenshot Met Opera FaceBook)

Additionally, the opera included a sideshow bannerline with banners that were inspired
by historical versions and hybridized versions of banners that helped to steer the plot of Cosí
toward its 1950s Coney Island sideshow theme (see fig. 64). For example, “Zoma the Depraved”
and “Sweet Marie” are historical sideshow banners (see fig. 65) that were first featured in one of
the quintessential sideshow banner art books Freaks, Geeks, and Strange Girls84 (see fig. 66).
There were some anomalies with the historical recreation of the sideshow: for example, one of
the characters was listed as the ringmaster when that is incorrect. Ringmasters are associated
with the circus, whereas talkers, who are often incorrectly referred to as barkers, are associated
with the sideshow. Nonetheless, in this latest installment of Così, Director Phelin McDermott
claims that it was set director Tom Pye who came up with the idea to stage Così with a 1950s
Coney Island sideshow theme instead of its original setting in eighteenth century Naples

290
(Silverman). In a The New York Times, Corey Kilgannon describes, “The sideshow gang’s main
role is to celebrate the two main couples in the opera — think “Grease” remade by Fellini — and
helps put over the opera’s incredulous plot, in which the two male leads agree to test the fidelity
of each other’s girlfriends by donning disguises and seducing them” (Kilgannon). McDermott
explains, “It was our designer Tom Pye’s idea to set the opera in a different world, and so our
story takes place amid the fairground rides of a Coney Island seaside town. A place where the
usual norms of behaviour are not quite the same and people want to believe in illusion” (The
Guardian). At the same time, McDermott acknowledges that opera itself is an illusion since the
actors are singing every line. In this production, the “high” art of opera meets the “low” art of the
sideshow, as if the stage becomes its own curiosity shop and is reflective of the multiple points
of view that characterize the Baroque. Even the roles between the sideshow and the opera cross

Fig. 63. Così Fan Tutte, Fire Eater Sage Sovereign, 2018 (Photo: Marty Sohl/Metropolitan Opera)
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Fig. 64. Così Fan Tutte, Snake Charmer Zoe Ziegfeld with boa constrictor Rocky Balboa, 2018
(Photo: Marty Sohl/Metropolitan Opera)

Fig. 65. Così Fan Tutte, 2018 (Photo: Marty Sohl/Metropolitan Opera)
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Fig. 66. Così Fan Tutte, 2018 (Photo: Jonathan Tichler/Metropolitan Opera)

Fig. 67. Così Fan Tutte, Serena Malfi as Dorabella with a stuffed animal snake, 2018
(Photo: Marty Sohl/Metropolitan Opera)
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over and have double meanings when Dorabella momentarily becomes a snake charmer with her
stuffed animal boa constrictor (see fig. 67). However, some media critics 85 gave negative reviews
of Così because they found the sideshow “too distracting.” For example, WQXR, the classical
New York Public Radio station, review by David Patrick Stearn believes, “Sometimes, the stage
was just crowded with carnies that the scene didn’t need. Good ideas, yes, but in need of editing”
(wqxr.org). Stearn’s comment alludes to the tension of mixing opera with sideshow and the strict
dualism of categorization. His use of the word carnies is more disparaging than neutral, however,
his comment fits in a general criticism of recent operas that rely on large, fantastical productions.
Stearn also adds, “The argument against such high-visual-traffic productions is that the music
tends to recede to the background” (wqxr.org). This argument is problematic because all of the
Met’s operas, like many other operas, rely on extensive visual scenery through very elaborate set
design and costumes. These polarizing categories are an illusion and I contend that the shared
presence of the sideshow and opera on stage is an example of a radical reformation of the
categories of art through Deleuze’s idea of the Baroque as multiplicity of viewpoints. Così dared
to venture into the world of sideshow by hiring professional sideshow performers in a
detournement. We could also say, going back to Rancière, that Pye’s vision reorganizes the
sensible and the 1950s Coney Island sideshow theme becomes an act of dissensus. We could also
say, Pye’s Così is an extension of the Baroque through a proliferation of points of view, choice
of artistic direction, and the visual presentation on stage.
Berardi, like Deleuze, views the Baroque as a proliferation of points of view. He agrees,
“As Deleuze (1993) claims, the Baroque is the fold: the poetics that best corresponds to the
chance character of fluctuating values” (115). The proliferation of multiple points of view was a
key aspect of the postmodern and a basic condition that opened up a space for the postmodern
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sideshow to exist. Così Fan Tutte is the latest example that relies on the aesthetics of the
sideshow to convey multiple points of view and it purposely challenges our dualistic categories
of normality. Deleuze claims, “The Baroque introduces a new kind of story in which, following
the three traits above, description replaces the object, the concept becomes narrative, and the
subject becomes point of view or subject of expression” (127). A point of view or subject of
expression allows for the existence of an individual. Without a point of view or subject of
expression that is expressed, one is either silent or deemed as noise.
A multiplicity of viewpoints defies and questions the metanarratives, totalization,
consensus, and the monologic discourse intrinsic to our categories of knowledge. The fold
engages in an infinite unfolding or development that is part of a creative process. Berardi claims,
“We have to proliferate singularities; an emergent self-creative process” (152). He claims that a
self-creative process begins with our exhausted ignorance as the starting point, “after the future”
(163). Even so, networks and technology will continue to exist. Recent information about our use
of technology reveals more about our use of technology connected to human nature as opposed
to some evil entity trying to manipulate and take over the world. However, this viewpoint is
problematic and I will explain why.
In 2014, Tatiana Mazali in a Leonardo journal article published by the MIT Press, calls,
“Social media is the new public sphere” (Mazali). Instead of a simple connection to someone in a
‘relational’ status, ‘participation’ ensures that a large portion of users contribute regularly and
communicate actively. This also relates to Bakhtin and the participation of everyone within this
“new public sphere” where a person from the twenty-first century lives two lives, both online
and offline, or official and unofficial. Mazali claims these are the “spaces where identity is
created, and where, above all, ‘we act’” (Mazali). If the web as a social and performance space is
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akin to the carnivalesque, then social media becomes a prominent location that creates and
influences subjectivity. This has become an accepted notion since the publication of Mazali’s
2014 article and as we spend more time online, the more flags are raised about the potential
consequences. Increasingly, the online public square is where a majority of our social interaction
occurs and our ability to break away from the online spectacle and cognitive capitalism has
become a difficult, and seemingly fruitless, task.
From the perspective of an industry insider, Sean Parker, the billionaire early Facebook
investor and Napster founder, says, “Mark Zuckerberg knowingly created a monster with
addictive social media. The whole social media experience is designed to deliver pleasure in the
form of validation from family, friends and likeminded strangers. Every notification ding,
colorful app icon, touchscreen gesture is designed to entice more use” (Sloane). With each
interaction, people experience a surge in dopamine, which creates more time spent using social
media. Television seems relatively innocuous and quaint when compared to social media and its
effects today. This may seem alarmist at first, however there is an important social media study
to cite as well as an extreme example of violence that was influenced by social media. An
emergent self-creative process is more complex under these conditions and circumstances.
For instance, the latest MIT study upends or at least makes us reconsider the implications
of simulated polyphony, fake news, and bots. Unlike previous studies of social media, this study
focused on the entire decade-long lifespan of Twitter whereas other studies only focused on a
handful of false stories. Robinson Meyer in The Atlantic’s article, “The Grim Conclusions of the
Largest-Ever Study of Fake News,” explains, “The massive new study analyzes every major
contested news story in English across the span of Twitter’s existence—some 126,000 stories,
tweeted by 3 million users, over more than 10 years—and finds that the truth simply cannot
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compete with hoax and rumor” (Meyer). The major conclusion of the study is that people prefer
lies over true information. If social media and our online lives are our new public square, media
and bots are not the problem, the research claims, human nature is the problem. In other words,
rumors spread faster than truths and they are more entertaining. This is no different than the
rumors spread within small town either through whispers, party lines, or congregations. The only
difference is our possession of a technology that allows rumors and information to spread
instantaneously and reach millions within seconds. However, an analysis of news sources reveals
that the issue is more complicated and a deference to human nature becomes an escapist trope. In
a chart on media bias that attempts to analyze and position media sources as neutral, extreme
liberal, extreme conservatism, and everything in between reveals more about the polarized nature
of the echo chambers people may reside within as well as fluctuation of the categories of bias
themselves (see fig. 68). For instance, the outlines of green, yellow, orange, and red in the chart
represent a varying range: “green is news, yellow is fair interpretations of the news, orange is
unfair interpretations of the news, and red is nonsense damaging to public discourse”
(allgeneralizationsarefalse.com). It is important to not think of this chart as definitive binary
label but to think of the chart in terms of an average or a weighted percentage of stories that
skew in a particular direction. This is important because our consumption of media contributes to
the fractalization of society. Berardi aptly points out, “Nobody believes in the truth of public
statements,” and this is prevalent in many of the sources listed in the Media Bias Chart (Berardi
116). When no one believes in the truth of public statements, other platforms such as social
media, allow shared news and information that appears “true” but is often times without merit
nor based in fact.
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The distribution of “fake news” is akin to a terrible game of telephone but with infinitely
higher stakes that have social, political, and even mortal implications beyond the euphemism that
is often tossed around when critical news stories are in opposition to differing political narrative
in the United States. This is how simulation, a category of the Baroque, has shifted in this
century and contributed to the fractalization of society. For example, a March 2018 Reuters new
article reveals, “U.N. human rights experts investigating a possible genocide in Myanmar said on
Monday that Facebook had played a role in spreading hate speech there” (Miles). Suspected
genocide and mass rapes have forced over 650,000 Rohingya Muslims and other ethnic
minorities to flee for their safety because of disinformation that was spread via the social media
platform and the subsequent incited violence (Miles). The influence of social media is not
theoretical and what is happening in Myanmar is on an unprecedented scale. Soroush Vousoughi,
Deb Roy, and Sinan Aral’s abstract and study results, “Lies spread faster than the truth86” has
been popularly shared in the news media. True and false stories were amplified by bots over a
ten-year span but humans were more likely to spread the false stories because these stories often
tapped more into emotion. Tromble, a political scientist confirms, “The key takeaway is really
that content that arouses strong emotions spreads further, faster, more deeply, and more broadly
on Twitter…This particular finding is consistent with research in a number of different areas,
including psychology and communication studies. It’s also relatively intuitive” (Meyer). In fact,
“Twitter users seem almost to prefer sharing falsehoods” (Meyer). Ultimately, they found about
126,000 tweets, which, together, had been retweeted more than 4.5 million times.87
Despite the limitations of this study, which includes the definition of truth, Meyer
summarizes, “In short, social media seems to systematically amplify falsehood at the expense of
the truth, and no one—neither experts nor politicians nor tech companies—knows how to reverse
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that trend. It is a dangerous moment for any system of government premised on a common
public reality.”

Fig. 68. MediaBiasChart.com

Bakhtin makes a useful point that predates our hyper-connected world and is relevant to
this “common public reality” that reinforces the echo chambers in our minds. Bakhtin points out,
“The truth about a man in the mouths of other, not directed to him dialogically and therefore a
secondhand truth, becomes a lie degrading and deadening him, if it touches upon his ‘holy of
holies,’ that is, ‘the man in man’” (PDP 59). In Myanmar, this has resulted in literal deaths.
Berardi warns, “There is no way out, social civilization is over, the neoliberal precarization of
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labor and the media dictatorship have destroyed the cultural antibodies that, in the past, made
resistance possible” (158). At the same time, our permanent cellular connection is literally
making people sick.
According to the Centers for Disease Control and Prevention, “One in three adults don’t
get enough sleep” and the “prevalence of healthy sleep duration varies by geography,
race/ethnicity, employment, marital status88” (CDC). People who are sleep deprived89 have an
increased risk of developing chronic conditions such as obesity, diabetes, high blood pressure,
heart disease, stroke, depression and frequent mental distress. Our use and consumption of media
contributes to sleep deprivation. Berardi reasons, “Myth, ideology, media, advertising; these
forces are producing effects in the composition of society” (128). We live in a different reality
that is shaped by “technolinguistic automatisms” (Berardi 129). Given the all-consuming role
media plays in our lives and the negative mental and physical effects on our health and
subjectivities, it is unsurprising that we are no longer able to empathize and communicate with
one another when people are exhausted, sick, and disconnected from the face-to-face human
interaction. I insist that the implication of human nature as an explanation for this behavior is
massively problematic because it assumes that a singular human nature exists, that all human
nature is the same, and it denies individual experiences as well as all of the social, political, and
economic dispositifs that create the categories of normality which act as a justification for
exclusion and violence. There is no essence of human nature nor is it universal phenomenon. In a
further explanation, Butler adds,
Indeed, the coinage [différance] asks us to broach the possibility of thinking
beyond the binary oppositions. Those pairings that so pervasively govern our
thinking would include inside/outside, nature/culture, mind/body, but also
present/past. Those binaries are produced and maintained by excluding a set of
differences that cannot appear within that relationship and that are effectively
suppressed by those operations of différance that secure the binary frame. These
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differences are supplements, remainders, ruins, barred from entry by a reigning
discursive field, indefinitely deferred. And if the binary framing decides in
advance what can be said to exist, what kind of concept or referent belongs to the
realm of what is, then there is no reference to what is outside the field constituted
by this positing, exclusionary procedure. (Derrida 4 [2016])
This entire project explores how a tyranny of normality that relies on a binary construct shapes
our social order, our use of language, and the right of freedom. The history of the sideshow and
its postmodern reinvention is just one example that includes the complexity of social, economic,
and political circumstances and rights that go beyond an oversimplified and misinformed
moralistic binary which categorizes all sideshow as “bad,” “trash,” or “immoral.” A human
nature that decides to limit the freedoms of or to exterminate an entire group of people based on
a specific race, ethnicity, religion, class, gender, sexual identity, or ability, fosters stereotypes,
discrimination, inequity, and a loss of freedom.
Prior to precarization, the postmodern sideshow was an example of a reinvention of
intersubjectivity through the dialogic in the arts. Without a dissensus, the possibilities for the
dialogic are nearly impossible because people are exhaustively trapped within their echo
chambers and media. Bakhtin explains:
This ever-present excess of my seeing, knowing, and possessing in relation to any
other human being is founded in the uniqueness and irreplacibility of my place in
the world. For only I–the one-and-only I– occupy in a given set of circumstances
this particular place at this particular time; all other human being are situated
outside of me. (AA 23)
The cellularization of labor seeks to upend irreplacibility. Everyone is easily replaceable when a
system that relies on the cellularization of labor is dominant and productive to the function of the
Net. Worse and inverse to the function of the network, this way of life has become the norm and
it commits a violence that has unsustainable implications for both ourselves and the planet.
Berardi further describes this as a, “[s]chizoid fragmentation of the collective brain, incapable of
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recomposing as conscious subjectivity, unable to act in a conscious, collective way” (130). In
order to disrupt the precarization through the cellularization of labor, there must be a dissensus.
A dissensus will proliferate the regrowth of cultural antibodies that Berardi claims are lost.
Rancière suggests, “Engaging in critique of the instituted divisions, then, pave the way for
renewing our interrogation to what we are able to think and do” (226). There is a “declassification” that is key to the interrogation and it is also Rancière’s acknowledgement of the
existence of our dualistic categories of knowledge and language. Judith Butler also suggests,
“Perhaps a coalition needs to acknowledge its contradictions and take action with those
contradictions intact. Perhaps also part of what dialogic understanding entails is the acceptance
of divergence, breakage, splinter, and fragmentation as part of the often tortuous process of
democratization” (20). Like Rancière, Butler prioritizes the interrogation of the systems and
conditions that limit the dialogic. It is important to understand that unity does not exist and the
power to speak is historically and culturally contingent upon a variety of circumstances and
relations, according to Butler. The postmodern sideshow is engaged in a critique of societal
norms during a politically conservative time in United States history. A dissensus will allow a
reinvention of intersubjectivity. Rancière contends,
In this way, it is possible to define a certain dissensual practice of philosophy as
an activity of de-classification that undermines all policing of domains and
formulas. It does so not for the sole pleasure or deconstructing the master’s
discourse, but in order to think the lines according to which boundaries and
passages are constructed, according to which they are conceivable and modifiable.
(226)
Whether it is Rancière, Butler, Berardi, Derrida, Kristeva, Nietzsche, Foucault, or Bakhtin, all
encourage a mindful analysis of our classifications and the language we use to construct
boundaries. Classifications and language are all about sign and meaning or the signifier and the
signified but the body is critically important to both ethics and language. Berardi references
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Luisa Murara’s (1991) L’Ordine Simbolico della Madre [The Symbolic Order of the Mother] as
evidence of what happens when machines teach language and socialization as opposed to the
connection of language to the body and affection. The results are machinic and emotionless and
that reduced ability to communicate and empathize has a profound effect on our dialogic
relations (Berardi 131). For example, an examination of our methods of communication reveals
that texting has become the dominant method for people in the United States under fifty. 90 For
millennials, people born between 1981 and 1996, sixty-eight percent91 of them admit to a high
prevalence of texting and thirty-nine percent of teens make or receive calls on their mobile
phones every day. 92 Texting is not the main issue to blame for our reduced ability to
communicate because texting has become a convenient and quick way to communicate; one of
its major advantages. Emoticons and emojis have become a ubiquitous visual shorthand along
with texting; the smiley face as one example, and emojis are signs for body language, people,
activities, and slang, which was originally intended to bring emotion to the “deeply impersonal,
abstract space of electronic communication” (moma.org). Text-based emoticons such as,
¯ \_(ツ)_/¯ , represent the body language gesture–the shrug–via typed keyboard characters, and may

represent feelings such as indifference, doubt, or ignorance. In fact, the first emojis, designed in
Japan by Shigetaka Kurita in 1997, became part of the Museum of Modern Art’s permanent
collection in 2016, because these symbols were a radical reinvention of visual language that has
significantly impacted communication since its inception. MoMa explains, “Shigetaka Kurita’s
emoji are powerful manifestations of the capacity of design to alter human
behavior” (moma.org). Given the precarization of labor and a loss in our ability to use language
to communicate, perhaps a visual shorthand has inadvertently contributed to a lack of practice
for face-to-face conversations, dialogue, and the reading of actual bodies in space as part of a
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surplus of seeing instead of a series of typed characters on screen and generated by Unicode. 93
There is a loss of dialogic relations when transgredient spaces are diminished or eliminated.
For Berardi, the maternal is a critical aspect of socialization and the dialogic. Language is
psychically and technologically mutated through a binary system that relies on the
“desingularization of living thought” where a “person is nothing but a residue” (Berardi 130). In
an inorganic network, there is an absence of co-authoring and emotion when machines occupy
the center of our social spaces and socialization. Language, as an excess and poeticization,
instead of the brevity of a shorthand or the mediation of our screens, has the therapeutic potential
to reconnect with the dialogic. Relatedly, Spivak points out, “The solution is not to merely say ‘I
shall not objectify.’ It is rather to recognize at once that there is no other language but that of
‘objectification’ and that any distinction between ‘subjectification’ and ‘objectification’ is as
provisional as the use of any set of hierarchized oppositions” (Derrida lix). In order to “change
our habits of mind,” according to Derrida, “we must learn to use and erase our language at the
same time” (xviii). The maternal is symbolic of creation, poiesis and aisthesis, and an artistic
intervention of dissensus will help change our habits of mind away from the mediation of the
screen. Art has always found a way to find the gap and will be critical to a “practice of
emancipation” (Rancière 12). The postmodern sideshow is one example of an artistic
emancipation that has been historically subjected to dualism and continually commodified as
profitable aesthetic in media and culture. All representations, in art and writing, that operate
within a form of erasure to express a multiplicity beyond dualism are representative of
“contortion” because they twist and bend like the folds inherent to the Baroque (Derrida xiv).
With the multiplicity of viewpoints inherent to the Baroque of our current era, there is the true
potential for a dialogical dissensus and through the Baroque, there exists the potential for
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multiple dissensus. This process will always be imperfect and it needs to be, lest it fall back onto
dualisms. Derrida provides a good reminder about the folding and unfolding of this infinite
process. Spivak notes, Derrida has reminded us to say it anew…that a certain view of the world,
of consciousness, and of language has been accepted as the correct one, and if the minute
particulars of that view are examined, a rather different picture emerges” (xiii). Consensus must
be continually examined through dissensus in order to participate in architectonics or the dual
interaction of human existences, or in other words, the dialogic. The dialogic allows an infinite
ever-becoming an ethico-aesthetic. Above all, dialogic dissensus has the capacity to heal our
minds, bodies, and communities in a resurgence of hope and freedom within the infinite folds of
our new Baroque.
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CONCLUSION
Almost forty years after the rebirth of the sideshow as postmodern phenomenon, this
dissertation began with a question—what is the relevance of the postmodern sideshow and what
can this phenomenon tell us about contemporary aesthetics? The current existence of the
sideshow as a thriving genre is often met with surprise, disbelief, or disgust because of the
history of sideshow at the turn of the twentieth century and existing codes of “normality.”
Nevertheless, the sideshow and its impact on mass media and culture are alive and well, and
arguably, thriving. A reinvention of the sideshow as a postmodern phenomenon in 1980 in
Coney Island and its offshoots throughout New York City in the following decade squarely
placed the sideshow in a revival and in opposition to its seeming disappearance. Today, the
aesthetics of the sideshow proliferate in mass media and culture even as the sideshow as both a
performance and as a way of “life on the road” remains a minority niche genre. Although the
Bakhtinian carnivalesque has been associated with Coney Island and the sideshow since its
revival and extensively debated, the postmodern sideshow is more than a celebration of kitsch
and the carnivalesque. In this dissertation, I have argued that the postmodern sideshow as an art
form is an example of a reinvention of intersubjectivity through the dialogic, and still relevant for
understanding contemporary aesthetics.
Since the reinvention of the sideshow as postmodern phenomenon, precarization and the
cellularization of labor have had a profound effect on production and a deleterious effect on the
human body and mind. Consequently, I contended that without a dissensus, the dialogic is nearly
impossible. A dissensus is crucial because it disrupts and reorganizes the sensible; this is the first
step to a dialogic ethico-aesthetics of intersubjectivity that provides an antidote to the
fragmentation of our echo chambers and exhaustion.
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The participatory system of exploitation on social media and in mass media, facilitated by
the erosion of work-life balance, exists on a massive scale in the United States and it has become
our inescapable mode of ‘consensus.’ Historically, it is important to note that our current access
to technology and information is radically different from the last two decades of the twenty-first
century. This has had both positive and negative impacts and the near-constant use of our screens
has become the subject of countless studies. Simultaneously, the systems which create consensus
or codes of normality are crucial components to this research and I will review the evidence
collected thus far.
The reinvention of the sideshow as postmodern phenomenon was a pivotal moment in
history of the genre; the emergence of the Postmodern Sideshow is the central focus of Chapter
1. In order to define the postmodern sideshow and show its specificity, I thought it necessary to
first look at its counterpart, i.e. the modern sideshow and the phenomenon of modernity in art
and culture more broadly. I thus highlighted the specific cultural, social, economic, and political
shifts that were critical forces driving the Industrial Revolution as well as the birth of modernity
in the 19th and early 20th centuries. These significant shifts changed life in an inescapable way
and inspired entire generations of the avant garde, who were often characterized as the freak
show of art history during the movement’s bold and transformative beginnings. As Modernism
and the avant garde dominated the art world through a Greenbergian ideology based on the
Kantian aesthetics, totality, and progress, other voices and histories were excluded. The irony is
that this was never the intent of the avant garde artists, since they began as a marginal aspect of
culture, and their voices initially claimed the same space as the critic’s. A certain version of
formalism, most notably Greenberg’s, positioned Kitsch at the bottom of a vertical hierarchy in
opposition to a sense of presence and the elite. The postmodern backlash ushered in hybridity,
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parody, pastiche, and the intertextuality of the microhistories and voices of the excluded: women,
minorities, and anyone labeled as “Other.” The mimesis that was shunned by modernism became
the infinitely hybridized toy of the postmodern.
The sideshow during the modern era is most associated with P.T. Barnum; my goal in the
first chapter was to provide a more nuanced and complex narrative of Barnum’s contributions,
and situate the role of the sideshow within its historical context versus the moralistic dualism that
so often pervades this legacy. “Cartomania” was a popular pastime of Victorian households and
an important milestone in the advent of photography, mechanical reproduction, and the use of
simulation. This discussion provides evidence for a history of simulation prior to the postmodern
and our current century. Significantly, cartomania demonstrates a timeless interest in the sharing
of images, regardless of whether the photos are in an album that exists in a physical book form or
the simulated album we flip through on our phones and social media with a flick of the finger or
a scroll of the thumb. The carte de visites, and in particular the freaks of the early sideshow
inherent to this research, were also often simulations of sets and costumes that were staged
within the studios of their photographers. All media has some level of simulation. The history of
the postmodern sideshow is well documented and continues to exist today, but still in need of
theorization. I made the claim that the postmodern sideshow is an embrace and celebration of
kitsch, it is an art form that utilizes the history of the sideshow, and the genre of the postmodern
to critique society and its moralistic dualisms.
Chapter 2 adds more complexity to the moralistic dualisms often attributed to all
sideshows because the realities are as different and varied as the performers themselves. This is
true of both Barnum’s time period and continues today. There are many excellent texts on the
history of sideshow from insiders and showmen who seek to preserve a history that is
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predominately oral, and I do not pretend to give an extensive history or purport to be a sideshow
historian. However, it was important for me to include as much of the historical context, major
shifts, and voices of the performers in order to try to dismantle the negative stereotypes that often
plague the entire history of the sideshow. These postmodern sideshow performers, such as
Jennifer Miller and Matt Fraser, continue to perform and use their performance to critique
society in a parodic play that is essential to the postmodern itself. A new generation of Coney
Island Circus Sideshow performers, such as Eric Paluszak, better known as the Velvet Crayon, is
“one manned, more koala based, psychedelic garage-punk noise making persona” who was born
with osteogenesis imperfecta (soundcloud.com). Eric uses a wheelchair for mobility and on
stage, Eric includes a question and answer session with the audience. The audience members
become participants in the dialogic exchange and leave with a modified world view of Eric and
his agency, based on the performative and transparent interaction.
The association of Bakhtin’s carnival to the sideshow through the potentiality of the
grotesque is nothing new and has often been hotly debated. Importantly, Bakhtin himself cites
the grotesque in direct connection to the sideshow when he discusses the variety of performers in
the marketplace in Rabelais and His World. Bakhtin traces the interest in the grotesque through
several key texts that date back to antiquity, and connect to the mythological connotations of
otherness and freaks that predate their more modern associations with monstrosity. Theoretically,
the grotesque is more aligned with the Nietzsche’s Dionysian and Kristeva’s abject, because of
the transgression of boundaries and embrace of excess. In Rabelais, the grotesque is fully
acknowledged and Bakhtin sees Rabelais as a kindred spirit through an analysis of his literature.
During Bakhtin’s and Rabelais’ time, the variety of comic sideshow performers remains quite
numerous in their endless varieties and expression of folk or popular culture as it remains true
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today. What has not been sufficiently considered before, I argued, is that that the postmodern
sideshow is an example of the reinvention of intersubjectivity through the dialogic. This serves
as a purposeful challenge to the preconceived notions about the perceived lack of performer
agency for all of the sideshow. The postmodern sideshow often relies on the dialogic and this is
best exemplified through Miller, Fraser, and Paluszak, among others. The dialogic relies on the
polyphonic, a multiplicity of voices, instead of a monologic and singular authority. Dialogic
relations, also known as answerability, relies on co-authoring as an unfinalizable aspect of
intersubjectivity where multiple perspectives can simultaneously exist without the objectification
of monologic systems.
At the heart of the sideshow is a definitive association with place. Coney Island, as the
historical space of the sideshow for over a century, has also been at the heart of the debate
between the dualism of the elite and kitsch and continues to be, to use a Foucauldian term, a
heterotopic space. As a heterotopia of deviation, time, and otherness, Coney Island has been
historically connected to festivals, the erotic carnivalesque, class and racial tensions, 94 and
geographically isolated; a constant liminal space in American culture.
The last part of this chapter focuses on the asymmetry of the Hegelian dialectic and
Kojève’s interpretation of Hegel in an intertextual analysis of Bakhtin’s dialogic and the call of
the other in Levinas. Alterity and discourse through the architectonics of answerability allow
ethics and a face-to-face encounter to position the dialogic as an act of co-creation. This
horizontalizes the monologic and sublimation. In particular, I have argued that the artistic speech
of skaz, as a form of discourse, is connected to the patter of the postmodern sideshow performer
because it is a double-sided discourse between the performer and spectator. The spectator
becomes a participant and is integral to the performance but it is also important to note that not
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all sideshows participate in the dialogic. There is an art to the sideshow and when the sideshow is
utilized as a method to critique society and our categories of normality, the sideshow can be a
powerful vehicle for shifting perspectives. As further evidence of the dialogic in the postmodern
sideshow, participants leave with a modified world view where the outsidedness of the performer
in the shared chronotope becomes a transformative space of unfinalizability. The postmodern
sideshow performances often reflect upon our standards of beauty, ability, and who has the right
to exist and speak in society.
The history of the categories of exclusion such as, gender, race, and ability, and their
relation to the sideshow inform Chapter 3. The constitution of subjectivity traces the
philosophical, linguistic, social, and institutional theories and practices that developed the idea of
freaks and the scholarship surrounding the topic of alterity specific to the sideshow. In particular,
I have explored the history of the word “freak” and its linguistic contortions and meanings. At
the time of this writing, “freak” remains as a proud badge of honor to the sideshow and ties
directly into the Baroque multiplicity of viewpoints. Freak was at the center of the counterculture
movements of the 1960s and 1970s and the circus and sideshow were inspirational themes to the
Happenings, the Intermedia movement, and the Electric Ear series at the Electric Circus. During
this time period, the word freak became synonymous with alienation and specifically with
middle class, white America, who often chose to grown their hair or live in poverty as opposed
to people who were categorically alienated because of their race, class, gender, or sexual identity.
The art world tuned into the emergence of performance art where patrons were invited as
participants and simultaneity was purposely incorporated into performances in an example of the
dialogic. Whereas the Happenings relied on everyday detritus as props, the Intermedia movement
relied on the artistic potential of technology and the space race between the U.S. and the Soviet
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Union. Places such as Coney Island, inspired other Happenings artist, such as Niki de Saint
Phalle’s and her Giardino dei Tarocchi (The Tarot Garden), and links to many of the themes
present at the turn of the century’s amusement parks such as Dreamland. I have shown how the
sideshow and the circus, as forms of popular culture with participative audiences, inspired these
performative movements and caused a major cultural shift.
In opposition to the word freak, norms allow us to define a general or an average in the
best of useful circumstances and at their worst, norms create exclusionary practices that have the
power to eliminate rights and life. Vision is important to the categorization of norms and the
implications of vision to objectification is concretized into our use of language and categories of
knowledge. Whereas, the gaze has been historically associated with the analysis of the sideshow
and exploitation in scholarly research, I have examined different types of optical devices and
different types of staring, as well as the influence of screens and technology within a variety of
power structures or dispositifs that concur to a monologic world-view. The “other” has
historically been defined either as a lack, as an excess, or as an object of desire. The deployment
of sexuality that was key to ensuring a healthy labor force for the Industrial Revolution helped to
create categories of normality and deviance that not only relate to the sideshow but to all of us.
Foucault defined these dispositifs and Agamben and Berardi demonstrate the influence and
implications of the apparatuses that locks us to our devices like a ball and chain. The ultimate
freedom of information and communication has had negative repercussions on society, which I
have detailed through an analysis of our laws, language, health, and ethics. A multiplicity of
viewpoints can simultaneously exist online and this is a characteristic of Deleuze’s Baroque as
well as a resurgence of the postmodern. Today, the laborer has transformed into the infolaborer
and is a permanent part of the apparatus 24/7. As a cell phone nation, our ability to sleep, relax,
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and communicate have been diminished and there is a level of voluntary participation of selfexploitation as the boundaries between work and life blur and erode through exhaustion. The
screen, implicated first in Lacanian thought and fully realized as a device for objectification in
film theory, occupies and even dominates a higher percentage of our social interactions and is
rewiring our brains through cognitive capitalism. Simulation has proliferated all media and
expresses itself in selfie culture, “reality” TV, and news. No one believes in the truth of media
and many people are trapped in their own echo chambers even as a multiplicity of viewpoints
exist.
Despite the premature statements about the death of the sideshow, its postmodern
reinvention and the aesthetics of the sideshow have not only gained popularity but have also
become profitable formulas in media and culture. Talk shows and now social media have been
associated with the sideshow. Today, our ideas of exhibition are self-directed and
instantaneously shared through a variety of social media platforms. The simulation of perfect
lives online is usually far from the reality of the day-to-day. I have explored the sideshow trends
in media and culture in Chapter 4, beginning with a study of how, over the past few decades,
there have been several television shows and series that are either based on the sideshow or
thematically inspired by the genre. These include X-Files, documentaries about sideshow
performers, television series on medical anomalies, HBO’s Carnivale, and FX’s American
Horror Story: Freak Show. In print, niche magazines on sideshow history such as Shocked &
Amazed and business industry marketing magazines such as Fast Co. featured sideshow
performers. As evidence of commodification, Fast Co. specifically promoted fringe culture as a
strategy to increase profits. HTML and recordable CDs allowed the sideshow to write their own
histories and languages and physically distribute their content. The web and its portable storage
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devices became a performative and interactive platforms that infinitely expanded the reach
beyond a two-and-a-half by three-and-a-half-inch business card. Websites became a form of
artistic expression in themselves and marked an explosion of language written by the people for
the people, with a profound impact on the definition and creation of subjectivity. The massive
impact of this web 1.0 shift is easy to forget when websites are a normality of everyday business
today. Artists inspired by the sideshow and its legacy used its aesthetics for social commentary
both serious and whimsical, while sideshow performers and sideshow banner artists were
recognized and became part of a cultural oeuvre that tied into an embrace of the alternative and
angst of Generation X against the elite. Several major exhibitions by categorically and
historically “elite” art institutions have either focused on the sideshow, like the Met’s Seurat’s
Circus Sideshow, or its historical geographic location of Coney Island, as the Wadsworth
Anthaneum’s Coney Island Visions of an American Dreamland 1861–2008 demonstrates. Many
smaller galleries in New York and around the country shared in the thematic enthusiasm as well.
Much of our leisure time has been inspired by Coney Island and the sideshow but popular culture
has been in constant tension with the simulated version of Americana and the Disneyfication of
culture. The popularity of the sideshow shares in its European and earlier counterparts in France
with parade and in Italy with saltimbanque and commedia dell’arte. The sideshow and its
associations with politics and alienation were common to daily life and these associations
reached a new popularity during the 2016 United States Presidential Elections. Both the circus
and the sideshow used media as a platform to protest against these negative comparisons. I have
yet to analyze over a year’s worth of Google alerts on key words “sideshow” and “freakshow,”
which are included in an appendix as raw data. This data does preliminarily reveal the continued
association of these two words with politics and sports (similarly to the sideshow political
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associations during Daumier’s time, for example), and a relatively new association of sideshow
as a niche car culture gathering, legally and illegally, on the West Coast. Not surprisingly, there
were fewer news stories and events that were associated with actual sideshows and freakshows.
Interestingly enough, the word sideshow was most prevalent with the pop culture character
collectibles called Sideshow Collectibles. Established in 1994, this studio works with highly
recognizable brands such as D.C. Comics and Star Wars and specializes in original creations in
figurative art with extreme detail and craft. This data will yield further fruitful research in the
future.
Although I have highlighted many examples of the aesthetics of sideshow in media and
culture, there are many more that I have left out. Since the reinvention of the sideshow as a
postmodern phenomenon, the sideshow and its aesthetics have definitively been popular and
remain so.
Lastly, Chapter 5 reflects on the commodification of parody that is inherent to the
postmodern, and the precarization of labor which has made a world of “net slaves.” This creates
a never-ending cycle of production that benefits the infosphere and a schizoid subjectivity of
exhaustion that depletes both our humanity and our planet. Rancière’s strangeness and the
curiosity shop shares some parallels with Bakhtin’s grotesque and the Baroque, insofar as the
Baroque marks a moment of multiplicity and its history is important to the understanding
simulation and the resurgence of the postmodern. Although the postmodern sideshow is an
example of the dialogic, the precarization of labor has affected our abilities to communicate,
empathize, and disconnect from our screens. The simultaneity of the face-to-face, the
precondition for the dialogic, is mediated and blocked by our screens. Without a dissensus, a
definitive disruption and at least a temporary disconnection from our machinic way of life, there
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is little hope for the dialogic. Visually and metaphorically, I discussed the presence of the
maternal in the stemme of Bernini’s baldacchino, the quintessential example of the power and
multiplicity materialized in the Baroque, which simultaneously connected to the sideshow
through sexuality and the grotesque. The maternal is also connected to the chôra, as a space or a
receptacle of becoming first mentioned by Plato and explicated upon by Kristeva. A language of
communication ethics must not be solely based on binary code or mediated screens. As a result
of our current condition, Berardi implores a reconnection with the maternal through an excess
and poeticization of language as therapy for the restoration of communication and ethics through
dialogic relations; one that includes emotion and the body. Dialogic dissensus will disrupt the
network and allow us to participate in new ways to interrogate of our ways of being.
After over twenty years of sustained interest and documentation of the history of the
sideshow and its related arts, I believe this dissertation is extraordinarily timely because of a host
of unforeseen historical events and sideshow related aesthetics in media and culture. Despite the
inclusion of many of these examples, countless other examples were beyond the scope of this
study; however, they may inform future research.
Much to my surprise, I witnessed the retirement of the elephants from Ringling Bros.
Barnum & Bailey Circus after 145 years and attended the last performance of a Ringling Bros.
circus a year later. Elements of the sideshow were interspersed within these circus performances
but minimally. I was fortunate enough to attend and document both events as a witness to the end
of a circus dynasty and as an important event in the history of Americana. Paradoxically, as
Ringling folded their tents, the Smithsonian Folklife Festival’s theme was entirely focused on
Circus Arts. I did have an opportunity to attend a lecture at the Brooklyn Historical Society
called, “The Circus Comeback: Brooklyn’s Nouveau Sideshows” and the discussion centered on
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the continued success of other circuses despite the end of Ringling. The Smithsonian magazine
July/August 2017 edition featured the headline, “The New American Circus,” and this issue
focused on the reinvention of the circus, again, despite the end of Ringling Bros.
Baraboo, Wisconsin, was the original home of Ringling’s headquarters, outside of their
winter quarters in Sarasota, Florida, and is the site of a museum called Circus World. Circus
World hosts the Big Top Parade during the summer which features ornate circus wagons and
calliopes pulled through the town streets by horses, a parade of elephants, and a giraffe. This
magical event allowed spectators to witness the fanfare of circus when it came to town and
paraded through the streets before the set-up of the big top tent. The documentation of this event,
which included a homecoming celebration for all Ringling employees and the historical location
will also inspire future research and artistic expression. Given the legacy of the Ringling in
Wisconsin, there were many other connections to sideshow and the circus. The Hamilton Wood
Type & Printing Museum acquired the Enquirer Collection which contains approximately 500
rare circus, fair and carnival posters, plus approximately 1,500 hand-carved printing plates; more
than 5,000 pieces of large wood type; and related correspondence. During a visit to the
Wayzgoose convention at the museum in November 2017, I went on a behind-the-scenes tour of
this spectacular collection. Other places such as Alex Jordan’s “House on the Rock” is a darkly
eclectic and giant cabinet of curiosities which encompasses a day’s worth of sprawling mazes of
exhibits and environments. The “House” includes the world’s largest carousel, purposely off
limits to riders in all of its 20,000 sparkling lightbulbs and 182 red chandeliers; circus posters,
sideshow banners, and miniature models of circuses and sideshows, among many other
collections both real and gaffed.
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The landmark exhibition “Coney Island: Visions of American Dreamland 1861-2008” is
a massive research project in itself and the accompanying catalog by Curator Robin Jaffe Frank
is an endless resource of visual arts and historical context for further research on the sideshow.
Additionally, the museum hosted an accompanying weekend-long event, “Coney Island
Symposium: An Intersection of Art & Identity,” with panel speakers who focused on discussions
of nightmares, fantasies, race, and film in the formation of subjectivity. The exhibit toured major
cities around the United States and several smaller versions of this giant exhibit are now touring
smaller venues around the country for the next few years. The success of this exhibition stakes a
claim on the importance of Coney Island to the United States through all of its growing pains and
triumphs. When the Coney Island exhibit traveled from the Wadsworth Athenaeum to the
Brooklyn Museum, it became part of a tri-part series which included Coney Island USA’s Sodom
by the Sea Salon95 exhibit and the City Lore Gallery’s sister exhibit “Boardwalk Renaissance:
How the Arts Saved Coney Island.” Coney Island continues to transform yet it remains a
thriving amusement area of both seediness and simulation. 96
December 2017 saw the release of The Greatest Showman by Twentieth Century Fox,
which was based on P.T. Barnum and starred A-lister celebrity, Hugh Jackman. Newsweek’s
Special Edition in February 2018 was solely about “The Circus: Celebrating 110 Years of the
Greatest Show on Earth” with P.T. Barnum at the center of the cover. A more factual and
surprising film about Barnum is Corey Boutilier’s The Lost Legend, which premiered at the
Coney Island Film Festival in September 2017. The Lost Legend97 reveals a narrative of a
philanthropic and progressive leader that is more complex and often runs in opposition to the
negative stories often associated with Barnum. Simultaneously, the documentary follows the
story of sculptor Dave Gesualdi, who is commissioned by the city of Bethel, Connecticut, to
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create a life-sized bronze statue for the 200th birthday of Barnum in the city of his birth. Prior to
placement of the statue in front of the Bethel Public Library, hardly anyone in town knew that
Bethel was Barnum’s birthplace.
Perhaps the most profound and under-recognized video series is Born Different by
Barcroft Media. The Born Different series is comprised of two seasons and twenty-seven
episodes to date. The series description claims, “Born Different follows amazing people as they
challenge stereotypes, break-down barriers and battle to prove they have what they have what it
takes to succeed.” In 2007, Barcroft Media began to produce what they label as “factual
television” based on the real-life stories of people from around the world. This series stands out
from similarly themed series because there is an explicit challenge to stereotypes and a focus on
a multiplicity of ways of being that break the barriers of categorization and what is possible.
In the course of my research, I have amassed a substantial amount of content for further
research and I suspect there will be no end to the inspiration of the aesthetics of the sideshow to
media and culture. The aesthetics of the sideshow speaks to the power of the arts to capture our
imaginations, act as vehicles for self-expression, and transcend our differences in language, time,
and space.
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freaks themselves, perform onstage. Each trailer is also a puzzle. No tour guides stand by to help
us navigate this maze of weirdness, where a click of the electronic eyeball might trigger ghoulish
revelations and transform us from voyeurs to uneasy confidantes. Freak Show is also an
interactive tour of the Residents' entire career, featuring album covers, clips from their music
videos, and memorabilia. It's dark, it's eerie, it's a good time. Enter this world in the spirit in
which the Residents' dedicated it to P.T. Barnum, "whose legacy of 'suckers' and 'freaks' defined
the yin and yang of popular culture." System Requirements: Windows: 80486-25 MHz processor
with 4MB available RAM; Windows 3.1 or higher; MS-DOS 3.3 or higher; 640 x 480 color
display, 256 colors; CD-ROM drive. Macintosh: 68030-25 MHz processor with 4MB available
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RAM; 640 x 480 color display; CD-ROM drive (https://www.amazon.com/Residents-FreakShow-PC-CD-Rom/dp/1559406461). The system requirements listed at the end of the CD-ROM
description are a notable technological time capsule in itself and is in stark contrast to the
technological sophistication of 2018. I did not experience this interactive CD-ROM and was only
aware of it through the documentary.
44 This documentary was recorded on VHS tape at home when it aired in 1999. When I finally
figured out how to hook up the VCR audio visual cables to an old cathode tube TV, I was able to
rewatch the documentary. Since this was recorded on VHS tape, the commercials were recorded
as well and it was a time capsule of advertising in 1999, almost twenty years earlier, which also
tied into the theme of the documentary.
45 In full disclosure, I attended the Side Show Gathering and bought a booth as a vendor of side
show banner art and attended every year for the decade duration of the convention. I own and
manage the domain name sideshowbanners.com to an artist website. As of 2018, the domain
name is worth $1,622.
46 The Freakatorium closed in 1995 due to skyrocketing rents according to a NY Times article
(http://www.nytimes.com/2005/06/04/nyregion/not-even-in-new-york.html).
47 Coulrophobia, fear of clowns, rose to a whole level in 2014 in both the United States and
around the world. The Atlantic cites a history of murderous clowns in Italy prior to AHS’s Twisty
(https://www.theatlantic.com/international/archive/2014/10/clown-killer-quest-ce-quecest/382092/). AHS: Freak Show also premiered in the fall so sightings of creepy clowns were
especially prevalent around Halloween. Clown phobia was also prevalent after Stephen King’s
book It in the 1980s and the TV series in the 1990s. It was re-released in 2017. In the United
States, serial killer John Wayne Gacy is associated with clowns even though he did not murder
anyone when he was dressed as a clown (http://www.syfy.com/syfywire/did-stephen-kings-itdestroy-clowning-in-america).
48
Gaff is a term used to described taxidermied fakes. The FeeJee Mermaid is the best-known
example of a gaff. It is the head of a monkey sewn onto the body of a fish.
49 In full disclosure, my name is included in “Coney Island Visions of an American Dreamland
1861–2008” book because of my artistic contributions to Coney Island USA. “Founded in 2001,
the festival is organized by the arts nonprofit Coney Island USA, many of the screenings take
place at the Coney Island Museum, and the banners, advertisements, and prizes for the festival
are designed by artists Marie Roberts, Kevin Mutch, Toni-Lee Sangastiano, and Jason Lonon”
(Jaffee 259). I painted a series of sideshow banners for both the sideshow and the Coney Island
Museum in 1997 through the mentorship of Dick Zigun and Professor Marie Roberts. In
subsequent years, I also designed a series of posters for the Coney Island Film Festival. The Yale
School of Art held a simultaneous exhibition of sideshow to coincide with the Wadsworth. In full
disclosure, one of my banners was featured in the exhibit and catalog that has introduction by
Curator Lisa Kereszi and Robert Storr.
50 Thomson detail the grid in Seurat’s Circus Sideshow as a 4:6 ratio with four horizontal
sections and six vertical sections (61).
51 Thomson’s endnote on the range of Seurat’s pigment points to analyses in two separate
journals: the Journal of Physical Chemistry, 86, no. 17 (August 1982), pp. 3391-95, and a special
issue of the Journal of Taman Spectroscopy 37, no. 10 (October 2006), pp. 981–92.
52 The fair’s name is related to the tradition gingerbread that is made and sold in forms such as
“devils, animals normal or bizarre, Napolean, Isis the Egyptian goddess, or huge-breasted wet
nurses” (Thomson 42).
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In 1995, “Body Worlds,” was created by Dr. Angelina Whalley and Dr. Gunther von Hagens
as a traveling anatomy exhibit where human bodies and parts are plastinated. Their goal is to
educate the public about anatomy and the effects of healthy and unhealthy lifestyles. According
to their website, over 44 million people have seen the exhibit. There is also “Bodies…The
Exhibit,” which is a separate but similar exhibition. Both of these exhibits were popular during
the 1990s and early 2000s and they are modern versions of the anatomical exhibits and medical
“shows” of the nineteenth century by doctors and professors. These exhibitions have come under
scrutiny and criticism because of the potential sourcing of bodies, often from China. In full
disclosure, I have attended several of these exhibits with the last one in 2014 in Bologna, Italy, as
part of an anatomy drawing class field trip.
54 After the defeat of France in the Franco-German War, the Commune of Paris rose up against
the French government from March 18 to May 28, 1871. French and Prussian troops suppressed
the Paris Commune in one of the bloodiest weeks in May, known as the “Bloody Week,” where
estimates of deaths range from 6,000 to upwards of 50,000 people killed, depending on the
source. The NY Times, after the 2015 Paris terrorist attacks, points out that the “Bloody Week”
was one of the first major cataclysms they documented in the twentieth century. A photo of Rue
de Rivoli in the article shows the scope of the destruction
(https://www.nytimes.com/2015/11/19/insider/1871-the-paris-agony.html)
55 Crary also focuses on specific works by Manet and Cézanne but I have limited the scope of
Crary’s discussion to the direct relevance of Seurat’s Circus Sideshow.
56 See Chapter Three “1888: Illuminations of Disenchantment” in Jonathan Crary’s Suspensions
of Perception for an indepth discussion of Seurat’s imagery within Parade de Cirque and its
references to the scientific advances of vision. In particular, Crary mentions that the tree in the
painting is a reference to how one can see a reflection of the blood vessels in one’s own eyes
under the right lighting conditions. Additionally, the use of specific dots of pigments connect to
the rods and cones of the eyes and their colors (pp. 149-280).
57 Motherboard, a multimedia publication platform owned by Vice Media, published a blog post
titled, “What Online Internet Websites Looked Like in 2001” and the claim, “In 2001, the
majority of Americans didn't have the Internet.”
https://motherboard.vice.com/en_us/article/9aadey/what-online-internet-websites-looked-like-in2001
58 Fusco mentions a specific criticism, “Doyenne of performance studies and New York
University professor Diana Taylor complained that we were too hetero-normative to be truly
radical debunkers of stereotypes.” See http://www.blouinartinfo.com/news/story/760842/still-inthe-cage-thoughts-on-two-undiscovered-amerindians-20-years-later.
59 During the 2017 Venice Biennale, Ernesto Neto’s Pavilion of Shamans. The Brazilian artist
received criticism that compared his installation to the defunct practice of ethnographic exhibits
because it included the performance of a religious ritual by Amazonian Indians who were
brought to Venice. Ethnographic exhibitions were thought to be a practice of the past, which
featured prominently at Worlds’ Fairs and Coney Island amusement parks during its heyday. See
art review by New York Times Holland Cotter in “Venice Biennale: Whose Reflection Do You
See?,” May 22, 2017. The 2013 Biennale included Mark Quinn’s giant sculpture of "Alison
Lapper Pregnant" on the island of San Giorgio Maggiore and in front of a church. The sculpture
was considered controversial because it was a large-scale depiction of a woman with born with
no arms due to phocomelia and Quinn’s marble sculpture was a blatant attack on the history of
norms about beauty and heroism (http://marcquinn.com/artworks/alison-lapper). Recently
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individual artists such a Tony Ourseler Tony Oursler have utilized aspects of the sideshow for
his own work. The Imponderable, 2017, is a 4D video and based on the “Pepper’s Ghost,” an
illusion that has its roots in occult magic at the turn of the nineteenth century and sideshow
illusions such as “Girl-to-Guerilla.”
60 The social media campaign was mistakenly attributed to actress Alyssa Milano, although she
did not claim credit for creating the campaign, and only became aware of its creator Tarana
Burke, shortly after her tweet. The issue highlights the power imbalance between white and
black women’s voices and who is heard. See Huffington Post article:
https://www.huffingtonpost.com/entry/the-me-too-campaign-was-created-by-a-black-woman-10years-ago_us_59e61a7fe4b02a215b336fee
61 See New York Times article: https://www.nytimes.com/2018/02/04/technology/early-facebookgoogle-employees-fight-tech.html. This is a crucial moment and reveals how FaceBook relies on
fear and anger, the stimulation of your amygdala (lizard brain), to create an addiction and
dominate all of your attention. This also ties into Crary’s genealogical study of the crisis of
attention.
62 See Thomson’s book Circus Sideshow for notes by Maurice Denis and Jules Vallés in regards
to the wider associations of exclusion and the somber reality for saltimbanques in 1880s France
(pp. 23). These associations persist today in the United States.
63 See Encyclopedia Britannica entry regarding the July Monarchy and the instability of 1830s
France (https://www.britannica.com/topic/July-monarchy)
64 Feld Entertainment also manages Disney on Ice as well as other traveling shows. In the
industry, Ringling Bros. Barnum & Bailey Circus is seen as corporate circus because of the Grated attempts to cater to a Disneyfied aesthetics. The Feld family owns the larger management
corporation so it is possible that the #TakeBackTheCircus campaign is a reflection of their own
political beliefs.
65
In Hawaii, residents received an alert for an incoming ballistic missile on all media platforms
and the alert lasted for thirty-eight minutes on January 13, 2018. At the time, there were months
of heightened fears of a nuclear attack from North Korea and the wording of the message
“BALLISTIC MISSILE THREAT INBOUND TO HAWAII. SEEK IMMEDIATE SHELTER.
THIS IS NOT A DRILL,” exacerbated the terror. The employee who issued the alert mistakenly
sent out the alert during a drill exercise however, this was an issue of concern for more than
decade with this specific employee, according to The Washington Post. Apparently, this was not
the first time that the employee confused drills with actual events
(https://www.washingtonpost.com/news/the-switch/wp/2018/01/30/heres-what-went-wrongwith-that-hawaii-missile-alert-the-fcc-says/?utm_term=.8fdbef9ef37e).
66Russia’s President Vladimir Putin announced the development of an “invincible
intercontinental cruise missile and a nuclear torpedo that could outsmart all American defenses,”
according the NYTimes on March 1, 2018. This development reverses the trend for a reduced
nuclear armaments among world powers such as the United States and Russia.
(https://www.nytimes.com/2018/03/01/world/europe/russia-putin-speech.html).
67 New York City Council introduced legislature which gives employees the “Right to
Disconnect” after business hours if there are ten employees or more and fines companies $250
per violation. The legislation imitates similar European laws that define work-life balance.
68 On a more fundamental level, it is also impossible to think (as Heidegger reminds us);
language produces thought, not the other way around; the less we are in command of language,
the less we (can) think.
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Kathy Maher’s lecture, “Greatest Showman – Fiction vs Fact!” during Coney Island USA’s
Congress of Curious Peoples event on April 14, 2018 at 5pm focuses on the contrast between
what is factually known about P.T. Barnum versus the story presented during the 2017 P.T.
Barnum film, starring Hugh Jackman, by 20th Century Fox, “The Greatest Showman.”
70 Real human fetuses in a jar, known as pickled punks, were a staple of the sideshow in the
United States and the transportation of human body parts were outlawed in many states in the
1970s. Laurie L. Dove in an article entitled, “What is a pickled punk?” describes of the pickled
punk raids and confiscation of Ward Hall’s collection decades ago
(https://entertainment.howstuffworks.com/arts/circus-arts/pickled-punk.htm).
71 In this research, earlier chapter discussions of the optical reach of new technologies and its
impact on subjectivity relate to Jonathan Crary’s Techniques of the Observer: On Vision and
Modernity in the 19th Century and Suspensions of Perception: Attention, Spectacle and Modern
Culture.
72 Paintings that are characterized by stark contrast between light and dark. Unlike chiaroscuro
which uses a range of values to create the illusion of three-dimensional for, tenebrism maintains
large areas of darkness or black to suggest a highly illuminated subject. Tenebrism comes from
the Italian word tenebroso for dark. Caravaggio also painted human subjects as they appeared in
real life instead of an idealistic and youthful, smooth body and as a result, Caravaggio’s
paintings were often called vulgar.
73
Intarsia describes a technique of stone and wood inlay to create representative imagery such as
shells, flowers, landscapes, and geometric designs on decorative and architectural items.
Marquetry is most associated with woodworking and the use of different types of wood veneers.
Stone inlays are referred to as pietre dure in Italian or hard stone. Since pietre dure utilizes
minerals and other semi-precious stones, scagliola is the cheaper alternative since it uses colored
gesso. Scagliola mimics marble and is wet sanded to create a similar smooth finish to stone as
evidenced by a workshop that I took several years ago at the Newark Museum in New Jersey. In
Florence, Italy, there is an entire museum dedicated to this art called the Opificio delle Pietre
Dure and it is a hidden gem of a museum which includes tools, techniques, color range in stone,
and many remarkable examples of realistic imagery. Although the technique has been found in
ancient Egypt and other places throughout antiquity, the realism of the technique became popular
during the Baroque era.
74 For the purpose of clarity in the remainder of this discussion and in order to distinguish
between two different articles by Philip Fehl, I will include the word “stemme” in the citation as
a reference to the article “The 'Stemme' on Bernini's Baldacchino in St Peter's: A Forgotten
Compliment” and “hermeticism” as a reference to “Hermeticism and Art: Emblem and Allegory
in the Work of Bernini.”
75 In Chapter 3 of this research, there is a discussion of Nietzsche’s Apollinian and its correlation
to civilization and the pleasure principle with the Dionysian, which is most aligned with the
sideshow.
76 Saussure equates writing to a monstrosity and “a deviation from nature” which, equates
writing to freak. Derrida also quotes Saussure’s characterization of “the tyranny of writing.” The
irony is that Saussure does not recognize that there is artificiality to both language and writing
yet he sees all writing as artificial with a need to “fix and remove from living history” which has
metaphorical life and death implications for the “other.” Derrida mentions how Esperanto,
created in 1887 to facilitate communication while simultaneously preserving a person’s own

325

cultural heritage and identity, and Leibniz’s symbols to create a universal language based on
logic, would be the sure ire of Saussure as well (Stanford Encyclopedia of Philosophy).
77 Saussure saw speech and writing as two separate systems where writing exists as an object to
speech. Saussure also compares writing to “sensible matter” and an “artificial exteriority” that is
like a “clothing” or a festival mask that is akin to a perversion, corruption, and debauchery
(Derrida 35). This excess and mask is the opposite view of Bakhtin’s exteriority of the grotesque
as becoming and the mask as metamorphosis for becoming. Saussure is more aligned with
Plato’s idea in the “spoken words are the symbols of mental experience” or the idea and
therefore, above writing because writing is representation. Derrida claims that at least Plato had a
“more subtle, more critical, and less complacent theory of image, paintings, and imitation than
the one that presides over the birth of Saussurian linguistics” (33). Whereas, Aristotle saw
spoken words as symbolic of the mind and written words as symbolic of speech (Derrida 30).
78 The chora is mentioned in Plato’s Timaeus and is also connected to Kristeva. Derrida’s trace
relates to Kristeva’s abject and both trace meaning in human subjectivity and language.
79 “Zanni is both singular and plural, the Venetian diminutive of Giovanni. It can be both a
generic name, referring to all zanni or the name of an actual Mask when the character is not
defined further as being Arlechinno” (http://www.tim-shane.com/Commedia-Zanni.htm)
80 The Met’s Heilbrunn Timeline of Art History pairs essays and works of art with chronologies,
telling the story of art and global culture through the Museum’s collection. Funded by the
Heilbrunn Foundation, New Tamarind Foundation, and Zodiac Fund
(https://www.metmuseum.org/toah/)
81 Other characters of commedia dell’arte according to Meagher include, “Il Dotore, a wealthy
old doctor from Bologna who speaks in non sequiturs, often quoting Latin inappropriately, and
Pantalone, a miserly Venetian…Capitano appears in a military uniform and carries a sword,
proclaiming his war victories. He reveals his cowardice whenever challenged to some act of
danger or daring and usually attempts to take the credit for other characters’ achievements. Il
Capitano lends many of his traits to a later character, the waggish Scaramuccia (Scaramouche).
Arlecchino is characterized as a poor man, often from Bergamo, whose diamond-patterned
costume suggests that he is wearing patchwork, a sign of his poverty. His paramour is
Columbina or Arlecchina, a clever and coquettish maidservant usually in the service of the
innamorata…Brighella is sometimes vindictive, deceitful, and violent, at other times easily
duped and the brunt of jokes. The character gave rise to many regional and international variants,
including Figaro, Scapino, and Mezzetino (Mezzetin)…. Finally, the sweet-natured and naive
Pedrolino (best known in his character variants, Pierrot and Pagliaccio) accepts blame for wrongs
he has not committed. He wears white garments with his face powdered white, sometimes
painted with a single teardrop alluding to his melancholy. This character was later championed
by French literati of the nineteenth century, who saw the creative and solitary Pierrot as a
metaphor for contemporary artists” (metmuseum.org).
82 The sideshow history website sideshowworld.com has an extensive history of Punch and Judy
shows including an archive of imagery that is a remarkable resource. This website is both an
archive and museum of all topics related to the sideshow past and present.
http://www.sideshowworld.com/120-Punch/Judy-Page1.html
83 Ringling Bros. And Barnum & Bailey Clown College is the most well-known clown college in
the United States. Other organizations such as the Circus Center run the Clown Conservatory.
The clown schools and colleges are rated by the organization Clowns Without Borders.
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The “Sweet Marie” sideshow banner in Così has the exact same weight in the bullet, 643 lbs,
and table items. A comparison to the original banner in Freaks, Geeks, and Strange Girls,
reveals a marked difference in the lettering and the Così banner appears to show a shadowed
beard and slightly different hair style to potentially reference the bearded lady that appeared in
the opera. The background colors behind the figure are also stylistically different in brush stroke
and color. The “Zoma the Depraved” in Così features a sailor in a white uniform instead of navy
blue uniform. The original “Zoma” banner title was “Zoma Depraved” without the word “the” in
between Zoma and Depraved. However, on the opposite page in the spread of Freaks, Geeks,
and Strange Girls, a “Zoma the Sadist” banner appears and I think that the Così Zoma banner
combined the ideas of the two banners for grammatical clarity. The sword swallower banner
seems to loosely imitate the style of Johnny Meah’s banners however, the composition of the
banner with the two sword swallowers, one of which is separated by a secondary border, is
anomalous to how sideshow banners have been historically portrayed and creates a tension that
disrupts the cohesiveness of the design. However, this banner seems to also be a reference to the
two sword swallowers who are in the opera as well. The center banner entitled “Jungleland
Strange Beings From Every Clime” is both an unusual name and choice of words for an entrance
to the sideshow which would typically name sideshow group. Given the small percentage of
people who currently paint sideshow banners, myself included in full disclosure, and those
familiar with history of sideshow banners, these differences will not be apparent or matter to the
public.
85Another similar critique came from Robert Levine on bachtrack.com and titled “Lots of fun,
but little regard for Mozart and da Ponte in the Met's Così.” Levine claimed that the group of
sideshow performers received so much laughter and applause from the audience, that the music
was inaudible. His byline details, “Robert T. Levine is a New York born-and-bred music writer
with a particular interest in music for the voice. His work has appeared in many periodicals and
newspapers. He is the author of many books, including The Story of the Orchestra, four volumes
in the Black Dog & Leventhal Opera Library, and, most recently, Maria Callas: A Musical
Biography.” However, I focused on the New York Public Radio station because of its wider
audience reach.
<https://bachtrack.com/review-cosi-fan-tutte-mcdermott-majeski-malfi-metropolitan-opera-newyork-march-2018>
86 Here is the Abstract for “The spread of true and false news online” based on the MIT study by
Soroush Vosoughi, Deb Roy, Sinan Aral: We investigated the differential diffusion of all of the
verified true and false news stories distributed on Twitter from 2006 to 2017. The data comprise
~126,000 stories tweeted by ~3 million people more than 4.5 million times. We classified news
as true or false using information from six independent fact-checking organizations that
exhibited 95 to 98% agreement on the classifications. Falsehood diffused significantly farther,
faster, deeper, and more broadly than the truth in all categories of information, and the effects
were more pronounced for false political news than for false news about terrorism, natural
disasters, science, urban legends, or financial information. We found that false news was more
novel than true news, which suggests that people were more likely to share novel information.
Whereas false stories inspired fear, disgust, and surprise in replies, true stories inspired
anticipation, sadness, joy, and trust. Contrary to conventional wisdom, robots accelerated the
spread of true and false news at the same rate, implying that false news spreads more than the
truth because humans, not robots, are more likely to spread it. There is worldwide concern over
false news and the possibility that it can influence political, economic, and social well-being. To
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understand how false news spreads, Vosoughi et al. used a data set of rumor cascades on Twitter
from 2006 to 2017. About 126,000 rumors were spread by ∼3 million people. False news reached
more people than the truth; the top 1% of false news cascades diffused to between 1000 and
100,000 people, whereas the truth rarely diffused to more than 1000 people. Falsehood also
diffused faster than the truth. The degree of novelty and the emotional reactions of recipients
may be responsible for the differences observed (sciencemag.org).
87 Here is an example of how a preference for falsehoods spreads based on actual examples from
the presidential election according the MIT study:
In August 2015, a rumor circulated on social media that Donald Trump had let a
sick child use his plane to get urgent medical care. Snopes87 confirmed almost all
of the tale as true. But according to the team’s estimates, only about 1,300 people
shared or retweeted the story.
In February 2016, a rumor developed that Trump’s elderly cousin had recently
died and that he had opposed the magnate’s presidential bid in his obituary. “As a
proud bearer of the Trump name, I implore you all, please don’t let that walking
mucus bag become president,” the obituary reportedly said. But Snopes could not
find evidence of the cousin, or his obituary, and rejected the story as false.
Nonetheless, roughly 38,000 Twitter users shared the story. And it put together a
retweet chain three times as long as the sick-child story managed.
A false story alleging the boxer Floyd Mayweather had worn a Muslim head scarf
to a Trump rally also reached an audience more than 10 times the size of the sickchild story (Meyer).
88 According to the Centers for Disease Control and Prevention’s (CDC) Morbidity and
Mortality Weekly Report, one in three adults don’t get enough sleep and the Key Findings are:
• Healthy sleep duration was lower among Native Hawaiians/Pacific Islanders (54
percent), non-Hispanic blacks (54 percent), multiracial non-Hispanics (54 percent) and
American Indians/Alaska Natives (60 percent) compared with non-Hispanic whites (67
percent), Hispanics (66 percent), and Asians (63 percent).
• The prevalence of healthy sleep duration varied among states and ranged from 56 percent
in Hawaii to 72 percent in South Dakota.
• A lower proportion of adults reported getting at least seven hours of sleep per day in
states clustered in the southeastern region of the United States and the Appalachian
Mountains. Previous studies have shown that these regions also have the highest
prevalence of obesity and other chronic conditions.
• People who reported they were unable to work or were unemployed had lower healthy
sleep duration (51 percent and 60 percent, respectively) than did employed respondents
(65 percent). The prevalence of healthy sleep duration was highest among people with a
college degree or higher (72 percent).
• The percentage reporting a healthy sleep duration was higher among people who were
married (67 percent) compared with those who were never married (62 percent) or
divorced, widowed, or separated (56 percent).
89 The average American sleeps 6.8 hours a night and forty percent of people sleep less than six
hours as compared to 1910, when people averaged of nine hours of sleep per night (CDC).
90 A 2014 Gallup Poll, “The New Era of Communication Among Americans,” details the
communication habits in the United States. https://news.gallup.com/poll/179288/new-eracommunication-americans.aspx
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A 2017 Forbes article, “Phone Calls, Texts Or Email? Here's How Millennials Prefer To
Communicate,” details how there is an aversion to talking on the phone.
https://www.forbes.com/sites/larryalton/2017/05/11/how-do-millennials-prefer-tocommunicate/#7afb216c6d6f
92 According the Pew Research Center, 63% of teens use text as a primary means
communication. 20% of teens have never or cannot talk on a landline.
http://www.pewinternet.org/2012/03/19/communication-choices/
93 The Unicode Consortium is a nonprofit organization and they created the “Unicode Standard,”
which provides “a unique number for every character, no matter what platform, device,
application or language.” The standard resolves the issue of running out of numbers to encode
every character that exists or can be typed on keyboard.
94 The latest induction ceremony of the Coney Island’s Congress of Curious Peoples Hall of
Fame at the non-profit Coney Island USA focused on the theme of “foreign born.” As one of the
participants on the panel of experts, I presented “Captain Costentenus the Illustrated Man,” as the
next inductee in the category of the “self-inflicted.” This Greek Albanian was Barnum’s highest
paid act in 1876 and the Captain had a major influence on popularity of tattooing in the United
States. The theme reflects the continued tensions that surround immigration, “otherness,” and the
role of Coney Island as an ever-changing home to generations of immigrants from around the
world. Keynote speaker, Todd Robbins, in his address, “They Came From Away: The Richness
Brought Here From Foreign Shores,” stressed how immigrants actually first saw Coney Island
and not the Statue of Liberty upon their arrival to the United States. Audience members voted to
decide who won the nomination for each category. To formally induct each nominee, a command
was given to rise with drink in hand and we all chanted the quintessential Todd Browning Freaks
wedding scene phrase and salute,
Gooba Gabba
Gooba Gabba
We Accept You
One Of Us
One Of Us
Down Your Drink…Go To FREAKBAR…Buy Another Drink (coneyislandusa.com)
Part political, part performative, and entirely historical, the event was a Dionysian celebration of
polyphony in the face of the Apollonian and the monologic. This form of performance art began
as a critical examination of who has the right to exist, speak, and act in a society that imposes
strict boundaries and exclusionary hierarchies.
95 In full disclosure, I had one painting in the Sodom By The Sea Salon.
96 The location continues to inspire movies and series such as the offbeat hacker dystopia Mr.
Robot.
97 Cecil B. DeMille’s 1952 movie The Greatest Show On Earth, would be an interesting film
comparison to analyze and research along with The Greatest Showman. The cover includes the
text “Actually filmed Under The Big top.” John Ringling North helped to create the authenticity
of the circus in the film and an astounding number of circus personnel and crowds were used.
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APPENDIX A
Google Alert Keywords Data: Sideshow and Freakshow
This appendix includes one year of data from September 23, 2016 to September 22,
2017. Google Alerts utilize the power of Google Searches to deliver email alerts to your inbox
based on key search terms. The reliability of Google Alerts has become less reliable but the use
of the data provides information that is relevant to this dissertation. First and foremost, the word
sideshow is used more frequently than the word freakshow regardless of whether it applies to
actual sideshows and freakshows. In order to assess the data with visual ease, I have included
four charts. Chart one presents the findings of the one-year word frequency of sideshow in the
number of Google Alerts versus all other alerts on media and culture, or mass media. Chart two
presents the findings of the one-year word frequency of freakshow in the number of Google
Alerts versus all other alerts on media and culture, or mass media (fig. 69). The last two charts
show a category breakdown of where either the words sideshow (fig. 70) or freakshow (fig. 71)
appeared in either a news headline or text of the article. A general category of mass media was
used in each chart to include news about celebrities, technology, and film, even though all
references to either the sideshow or the freakshow are part of mass media, in contrast to actual
sideshows and freakshows of the present and past. These categories were excluded from the data:
Sideshow Collectibles, anyone selling Sideshow Collectibles or any other merchandise,
Craigslist, downloads to music files, torrents, and library resource suggestions.
The list of actual sideshows that appeared in one year’s worth of Google Alerts includes:
the Coney Island Circus Sideshow, World of Wonders, the Deadly Sins Burlesque and Sideshow,
Tinderbox Circus Sideshow, Cut Throat Freak Show, Hallzpoppin Circus Sideshow, Dr. Sinn’s
Freak Island Musical Sideshow, Squidling Brothers Sideshow, the Great American Sideshow,
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the Olde City Side Show, and Top Hat Side Show. It is important to note that the list of
sideshows are not the only sideshows in existence today and is only reflective of the google alert
media coverage and search capabilities.

Figure 69: Google Alerts about the word sideshow are more frequent than the word freakshow.
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Figure 70: Category breakdowns based on theme. Google Alerts about the sideshow as a political metaphor, always
with a negative connotation, were the most frequent use of the word sideshow, outside of actual Sideshows, both
past and present.

Figure 71: Category breakdowns based on theme. Google Alerts about the freakshow were used mostly for sports
and mass media, which includes technology, podcasts, radio broadcasts, and car enthusiasts.
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Date

Source Name

09/22/16 Us Weekly (2)

Word

Sideshow

Mass
Media
Real
All
Sideshow Politics Other

Category

Headline

Music

The Game Disses Meek Mill on New
Song 'Pest Control,' Calls Him 'Nicki
Minaj'sSideshow'

1

1

09/24/16 Herald Scotland

Sideshow

Politics

Gerry Braiden: Corbyn-Smith a
sideshow as Scottish Labour gears up
for its own survival battle

09/24/16 Notebook Review

Sideshow

Mass Media

NBR Flashback: Technologies That
Started with Windows Vista

1

1

09/25/16 MPNnow.com

Sideshow

Sideshow

Smith Opera House to host 'House of
Burlesque: An Evening of Classic
Burlesque'

09/25/16 Library of Congress

Sideshow

Sideshow

Photos, Prints, Drawings Spectators at
sideshow, county fair, central Ohio

1

09/26/16 Music Feeds

Sideshow

Music

Parquet Courts Announce Falls
Festival Sideshows

1

09/26/16 The Flinders News

Sideshow

Sideshow

Quorn Show success | PHOTOS

09/28/16 Autoblog

Sideshow

Car Show

Sideshow spectators attack Fresno
police cruiser

09/28/16 Gay News Network

Sideshow

Sideshow

Welcome to the freakshow: Side
Show comes to the Hayes

09/28/16 TradingFloor.com

Sideshow

Politics

BoJ price fixing to affect markets
more than Trump-Clinton sideshow

1

1

09/28/16 The State

Sideshow

Sideshow

A Shamelessly Hot festival of puppets,
magic shows, burlesque – for adults
only

09/29/16 Daily Review

Sideshow

Sideshow

Side Show review (Hayes Theatre,
Sydney)

09/29/16 Daily Mail

Sideshow

Car Show

Spectators attack a California police
cruiser with an officer inside

09/29/16 Ventura County Star

Sideshow

Sideshow

Gallery: Woman finds acceptance
after growing beard

1

1

1

1

1

1

1
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10/02/16 BroadwayWorld

Sideshow

Sideshow

BWW Review: The Exploitation Of The
Famous Conjoined Twins Plays Out In
The Heartbreaking

10/03/16 Chronicle

Sideshow

Sports

Diya stages bizzare sideshow to no
avail

1

1

10/03/16 Irish Independent

Sideshow

Sports

Veteran Brogan insists he's 'not going
anywhere' despite sideshow role on
the biggest stage

10/04/16 Library of Congress

Sideshow

Sideshow

Poster advertising sideshow at the
Rutland Fair, Rutland, Vermont

10/06/16 MediaPost Communications

Sideshow

Politics

VP Debate Preview: Quadrennial
Battle Of The Sideshow Bobs

10/06/16 Lincoln Journal Star

Sideshow

Music

On the Beat: Bernie McGinn comes
home to discuss Caulfield Records

10/06/16 Krem.com

Sideshow

Sideshow

Moscow sideshow performer finds
two-headed snake

10/06/16 Broadway World

Sideshow

Music

Greenhouse Theater Center &
Sideshow Theatre Company Extend
World Premiere of THE ...

TheaterJones Performing Arts
10/06/16 News

Sideshow

Sideshow

Review: The Elephant Man | LIP
Service | The Firehouse Theatre

10/06/16 Yorkshire Post

Sideshow

Economy

Tesco profits drop by more than a
quarter but sales growth continues

1

1

1

1

1

1

1

1

1

10/07/16 Independent Tribune

Sideshow

Sideshow

Midland/Kannapolis side show troupe
to participate in Salisbury Zombie
Carnival

10/07/16 The Ithacan

Sideshow

Mass Media

Park Digital Sideshow brings a circus
of events to IC campus

1

10/07/16 Leinster Leader

Sideshow

Music

Naas woman Sue Kelly shows size is
simply a sideshow

1

10/07/16 Winston-Salem Journal

Sideshow

Sideshow

Show at Dixie Classic carries on 10-in1 carnival tradition

1

1

10/07/16 DC Metro Theater Arts

Sideshow

Sideshow

Hexwork – A Spellbinding Burlesk
Revue' Interviews with Eyrie Twilight
and Mab Just Mab

10/08/16 Sun Sentinel

Sideshow

Politics

Gallery exhibits compile election-year
insults old and new

10/09/16 UPI.com

Sideshow

Sideshow

Sideshow performer discovers twoheaded snake in parking lot

1

1

1

1
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10/09/16 Lynchburg News and Advance Sideshow

Sideshow

Beth Macy's 'Truevine' explores true
story of circus sideshow brothers

10/09/16 Gant Daily (registration)

Sideshow

Antiques

Antiques Sideshow to be Held at the
Mahaffey Center

10/09/16 Baltimore Sun

Sideshow

Sideshow

Scenes from the third annual Israel
Tattoo Convention

1

1

1

10/09/16 Lincoln Journal Star

Sideshow

Music

Lincoln Calling Saturday: Sideshow
reunion; Covers and cake with The
Kickback

10/11/16 American Enterprise Institute

Sideshow

Politics

More a sideshow than a real debate

10/11/16 SFGate

Sideshow

Car Show

Sideshow biker stunts on Golden Gate
and Bay bridges vex police

1

10/11/16 Boston Herald

Sideshow

Crime

Atkins: Issue of sexual assault treated
as a sideshow

1

1

1
1

1

10/11/16 SFist

Sideshow

Car Show

Video: Motorcycle Sideshow During
Blue Angels Show Shuts Down Golden
Gate Bridge

10/11/16 CBS Local

Sideshow

Car Show

Bikers Pull Stunts On Golden Gate
Bridge During Fleet Week

1

10/11/16 theMusic

Sideshow

Music

Laura Mvula Locks In Sideshow Dates
Ahead Of Bluesfest 2017

1

10/12/16 Oztix

Sideshow

Music

Laura Mvula Locks In Sideshow Dates
Ahead Of Bluesfest 2017

1

10/14/16 Investing.com UK

Sideshow

Economy

Unilever Spat With Tesco Is Not Quite
A Sideshow

1

10/16/16 Bloomberg

Sideshow

Politics

Christie Loyalist's Role as FBI Source Is
Bridge Trial Sideshow

10/16/16 MyAJC

Sideshow

Sideshow

Kidnapping, racism and circus
sideshow shenanigans fuel 'Truevine'

1

10/16/16 Broadway World

Sideshow

Sideshow

BWW Interview: Louise Dearman and
Laura Pitt-Pulford Talk SIDE SHOW

1

10/17/16 Roanoke Times

Sideshow

Sideshow

Truevine' is terrific story, told
terrifically

1

10/18/16 theMusic

Sideshow

Music

Joan Osborne Names Two Bluesfest
Sideshow Dates

Sideshow

In the Early 1900s, Albino AfricanAmerican Brothers Were Stolen From
Their Virginia Home to Be .

10/18/16 the Washingtonian

Sideshow

1

1

1

1
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10/18/16 Oztix

Sideshow

Music

Joan Osborne Names Two Bluesfest
Sideshow Dates

1

10/19/16 NPR

Sideshow

Sideshow

Kidnapped, Then Forced Into The
Sideshow: The True Story Of The
Muse Brothers

10/19/16 KRON4.com

Sideshow

Car Show

VIDEO: Marshawn Lynch spotted at
Oakland sideshow

1

10/19/16 USA Today

Sideshow

Sideshow

Truevine': How black brothers
became sideshow attraction

1

1

1

1

10/19/16 NOLA.com

Sideshow

Sports

NFL picks vs. the spread, Week 7: Odell
Beckham Jr. takes sideshow act to
England

10/19/16 The Columbia Chronicle

Sideshow

Art

Art show celebrates strangeness with
masks, one-of-a-kind items

Sideshow

Kidnapped, Then Forced Into The
Sideshow: The True Story Of The
Muse Brothers

1

Sideshow

Kidnapped, Then Forced Into The
Sideshow: The True Story Of The
Muse Brothers

1

Sideshow

Kidnapped, Then Forced Into The
Sideshow: The True Story Of The
Muse Brothers

Sideshow

Kidnapped, Then Forced Into The
Sideshow: The True Story Of The
Muse Brothers

1

Sideshow

Kidnapped, Then Forced Into The
Sideshow: The True Story Of The
Muse Brothers

1

1

1

10/19/16 GPB News

10/19/16 NPR Illinois

10/19/16 WYPR

10/19/16 WGLT

10/19/16 WUOT

Sideshow

Sideshow

Sideshow

Sideshow

Sideshow

1

10/19/16 Northwest Public Television

Sideshow

Sideshow

Kidnapped, Then Forced Into The
Sideshow: The True Story Of The
Muse Brothers

10/19/16 WRQX-FM

Sideshow

Sideshow

Truevine': How black brothers
became sideshow attraction

10/20/16 FOX 2 Detroit

Sideshow

Sideshow

Top Hat Sideshow at Hallowe'en in
Greenfield Village

1

1

10/20/16 WEAA

Sideshow

Sideshow

Kidnapped, Then Forced Into The
Sideshow: The True Story Of The Muse
Brothers

10/20/16 The Cambodia Daily

Sideshow

Politics

For China, 'Cambodia Is a Sideshow,
But It's a Loyal One'

1

1
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10/20/16 KASU

Sideshow

Sideshow

Kidnapped, Then Forced Into The
Sideshow: The True Story Of The Muse
Brothers

10/21/16 The Times

Sideshow

Politics

Turkey bombs US-backed Kurds in
deadly sideshow

10/21/16 SFist

Sideshow

Car Show

Grab The Popcorn: Stanley Roberts
Discovers Sideshows

10/21/16 New Republic

Sideshow

Freakshow

The Muses Talk Back

10/21/16 Cambridge Times

Sideshow

Politics

Cambridge mayor can be ex-officio
member

10/22/16 New York Times

Sideshow Sideshow

How Two Black Albino Brothers
Became Unwilling Sideshow Stars

10/23/16 ARU Rugby

Sideshow Sports

Post-match sideshow erupts over
clown picture Today at 9:25 PM
International

10/23/16 Winnipeg Free Press

Sideshow Sideshow

Black albino brothers became circus
sideshow

Sideshow Sports

Post-match sideshow erupts over
clown picture Today at 9:25 PM
International

10/24/16 The Sydney Morning Herald

Sideshow Politics

Hillary Clinton's poll position leaves
Donald Trump as a campaign
sideshow

10/24/16 theMusic

Sideshow Music

Gallant Announces Syd & Melb
Bluesfest Sideshow Dates

1

10/24/16 theMusic

Sideshow Music

Nikki Hill Slots In Sydney Sideshow
During Bluesfest Visit

1

10/24/16 theMusic

Sideshow Music

Corinne Bailey Rae Adds To Bluesfest
Debut With Pair OfSideshows

1

10/25/16 Fresno Bee

Sideshow Car Show

Man accused of confronting CHP after
street race 'sideshow' arrested

1

10/25/16 PedestrianTV

Sideshow Music

BOOM: Chance The Rapper
Announces Aussie Sideshow Dates For
2017

1

10/25/16 TheStreet.com

Sideshow Economy

Merger Mania Makes Commodities a
Sideshow

1

10/25/16 Tone Deaf

Sideshow Music

Bluesfest 2017 Announces Huge
Round Of Sideshows

1

10/25/16 IrishCentral

Sideshow Sideshow

Terrifying Halloween Dublin freak
show looks Bleedin' Deadly

10/23/16 Rugby.com.au

1

1

1
1

1

1

1

1

1

1

1

1

1

1
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Sideshow Sideshow

FIRST LOOK: Side Show at Southwark
Playhouse

10/26/16 The Australian

Sideshow Politics

Today in Victoria: Puppy farms, CFA
challenge halted, no more Sideshow
Bob

10/26/16 Beliefnet

Sideshow Sideshow

John Merrick and hand of providence

10/26/16 Moshtix

Sideshow Music

G. LOVE & SPECIAL SAUCE |
BLUESFEST SIDESHOW at The
Basement, Sydney

10/27/16 Alachua County Today

Sideshow Sideshow

Dr. Sim Freak Island Musical Sideshow
in High Springs

10/26/16 British Theatre

1

1

1

1

1

1

10/27/16 Jackson County Times-Journal Sideshow Politics

LETTER: Don't fall for the Trump
sideshow

10/27/16 the interns

Sideshow Music

Tourist Announces Laneway Festival
Sideshows With The Range As
Support

10/27/16 MetroNews Canada

Sideshow Sideshow

Arghhh: Man breaks fingersslammed-in-leghold-traps world
record (VIDEO)

1

10/28/16 The Upcoming

Sideshow Sideshow

Side Show at Southwark Playhouse |
Theatre review

1

10/28/16 Frederick News Post

Sideshow Sideshow

The freak show's coming to town:
CoffinBox Circus Sideshow to perform
at Cafe 611

1

10/28/16 Bangor Daily News

Sideshow Food

Nosh – Circus Sideshow Food

10/28/16 Times of India

Sideshow Politics

Sena vs BJP sideshow in Navi Mum
civic war

10/28/16 The Missoulian

Sideshow Theatre

Rocky Horror Live': Running away
with the freak show for a 5th year

10/28/16 The Villager

Sideshow Sideshow

Freaky fun for young refugees

10/28/16 K-Rock 105.7

Sideshow Music

Derek Edwards Sittin' With Sideshow

10/29/16 AL.com

Sideshow Sideshow

Thrilling, dangerous performances by
the Squidling Brothers Circus
Sideshow

10/29/16 ZDNet

Sideshow Mass Media

The Touch Bar Windows almost had a decade before the MacBook Pro

10/29/16 Albuquerque Journal

Sideshow sideshow

Freaky fun: Strange Danger pays
homage to circus sideshows

1

1

1

1

1

1

1
1
1

1

1

1
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10/29/16 Investor's Business Daily

Sideshow Politics

Are Much-Dreaded 'October
Surprises' Just A Sideshow?

10/29/16 Entertainment Focus

Sideshow

Sideshow

Side Show review

10/30/16 Mansfield News Journal

Sideshow

Politics

Letter: Don't fall for Trump sideshow

10/30/16 STLtoday.com

Sideshow

Sideshow

Albino brothers were paid nothing
during years as circus attraction

1

1

1

1

1

1

10/31/16 UPROXX

Sideshow

Celebrity

How Has It Taken This Long For Kelsey
Grammer To Dress AsSideshow Bob
For Halloween?

10/31/16 LondonTheatre.co.uk

Sideshow

Sideshow

Review of Side Show at the
Southwark Playhouse

10/31/16 Entertainment.ie

Sideshow

Celebrity

Pics: Kelsey Grammer turned up at a
Halloween party as Sideshow Bob

10/31/16 Vimeo

Sideshow

Politics

Sideshow #30 (2016)

Mass Media

Halloween costumes that won the
internet: From giant Gumby
toSideshow Bob

1

Mass Media

Halloween costumes that won the
internet: From giant Gumby
toSideshow Bob

1

11/01/16 CTV News

11/01/16 The Loop

Sideshow

Sideshow

11/02/16 RT

Sideshow

Politics

A sideshow': FBI director may be
investigated for influencing election
(VIDEO)

11/02/16 The Arts Desk

Sideshow

Sideshow

Side Show, Southwark Playhouse

1

1

1
1

11/03/16 Minneapolis Star Tribune

Sideshow

Politics

11/03/16 Stoney Roads

Sideshow

Music

Hudson Mohawke Announces Sydney
Sideshow

11/03/16 Ticketfly

Sideshow

Sideshow

The Doom Burlesque & Sideshow
Tour, Rat Babies (big room)

1

1
1

11/04/16 India Today

Sideshow

Sideshow

11/04/16 Herald & Review

Sideshow

Sideshow

Tim Cain photos, Herald & Review

11/04/16 Bleacher Report

Sideshow

Sports

Borussia Dortmund Beat Sporting
Despite Tactical Issues,
AubameyangSideshow

11/04/16 Warren Tribune Chronicle

Sideshow

Politics

Don't fall for Trump sideshow

1

1

1

1

1

Ad targeting Edina Democrat offers
one more sideshow in the election
carnival

Heartbreaking story of a mother who
became 'world's ugliest woman' to
support her family

1

1

1
1

1
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11/04/16 The Advocate

Sideshow

Politics

James Gill: David Duke sideshow a
dominating theme in U.S. Senate race

1

1

11/05/16 DC Metro Theater Arts

Sideshow

Sideshow

An Interview with The Performers of
the 'Aunt Sally Sideshow Reunion'
Performing Tomorrow 11/5 ..

11/05/16 Market Pulse

Sideshow

Politics

NFP Just a Sideshow, Focus Remains on
US Election

1

1

11/05/16 The Australian

Sideshow

Politics

Culture wars lead Malcolm Turnbull
down sideshow alley

1

1

11/05/16 FXStreet

Sideshow

Politics

The Payrolls Sideshow

1

1

11/05/16 K-Rock 105.7

Sideshow

Music

Ron James Sittin' With Sideshow

1

11/06/16 New Zealand Herald

Sideshow

Sports

Ireland captain: We respect the haka,
but it is a 'sideshow'

1

11/06/16 British Theatre

Sideshow

Sideshow

REVIEW: Side Show, Southwark
Playhouse

11/07/16 Gold Coast Bulletin

Sideshow

Music

What's a guy gotta do for attention?

1

11/06/16 ESPN

Sideshow

Sports

Ireland plan no Anderson-style
challenge to All Blacks' haka

1

Sideshow

Acclaimed 'Factory Man' author to
read from 'Truevine,' a story of
exploitation in the Jim Crow South

1

11/09/16 SBCnews

Sideshow

1

1

1

11/11/16 Baltimore Sun

Sideshow

Art

Ladies of Hampden' calendar
showcases female business owners
for a cause

11/11/16 Broadway World

Sideshow

Theatre

CURIOUSITIES Returns at New OffBroadway Home

1

1

11/11/16 The Global Dispatch

Sideshow

Music

New Video: Marilyn Manson beheads
President Obama, pulls pages out of a
Quran as part of his ..

11/12/16 The New Indian Express

Sideshow

Sports

Over the hill marquees once again a
sideshow this ISL season

1

11/12/16 Business Standard

Sideshow

Sports

Over the hill marquees once again a
sideshow this ISL season

1

11/12/16 Left Brain Right Brain

Sideshow

Politics

Bernie Marcus was one of Trump's
biggest supporters. Will that help the
autism communities?

11/12/16 NYOOOZ

Sideshow

Crime

Cash quarrels keep policemen busy |
Delhi NYOOOZ

1

1

1
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11/12/16 Ticketmaster.ie

Sideshow

Music

The Jerry Fish Electric Christmas
Sideshow Tickets

11/13/16 Knoxville News Sentinel

Sideshow

Sideshow

Circus sideshow inspires Beth Macy's
new book

11/13/16 New Zealand Herald

Sideshow

Drunkeness

Drunken sideshow at hit stage
musical Priscilla in Auckland

11/14/16 Winston-Salem Journal

Sideshow

Sideshow

UNCSA's 'Side Show' tells the human
story of conjoined twin sisters

11/14/16 LI News Radio LI News Radio

Sideshow

Politics

Trump-Obama meeting a 'sideshow'

1

1

11/15/16 Bahamas Tribune

Sideshow

Politics

Minnis Dismisses Claims As Sideshow

1

1

11/15/16 MSN.com

Sideshow

Politics

Michael Moore: Trump-Obama
meeting a 'sideshow'

1

1

1

1

1

1

1

1

11/17/16 Glasgow Evening Times

Sideshow

Sports

Walter Smith: Rangers could have
done without Joey Barton sideshow
on Premiership return

11/17/16 theMusic

Sideshow

Music

US Artist Max Jury Unveils Exclusive
Bluesfest Sideshow Date

1

Music

Nahko & Medicine For The People
And More Announce Bluesfest 2017
Sideshows

1

11/17/16 Community Newspaper Group Sideshow

Sideshow

Wanneroo Show: carousel horses the
focus of betting ring

11/18/16 The News Journal

Sideshow

Music

Small Wonder Sideshow turns to
young acts

11/18/16 Winston-Salem Journal

Sideshow

Sideshow

UNCSA's 'Side Show' offers
magnificent songs and spectacle

11/18/16 Raptors Republic

Sideshow

Sports

Drake Night a fun but concealing
sideshow to Raptors-Warriors

1

11/18/16 The Live Oak

Sideshow

Music

The Sideshow Tragedy

1

11/18/16 Austin360.com

Sideshow

Music

The BLues Specialists, Tickle Torture,
Sideshow Tragedy, Har Mar Superstar

1

11/19/16 The Brown Daily Herald

Sideshow

Theatre

Artists strive to decolonize indigeneity

1

1

11/17/16 Tone Deaf

Sideshow

11/19/16 The Scottish Sun

Sideshow

Sports

Walter Smith glad to see back of Joey
Barton insisting Rangers could have
done without flop saga

11/20/16 Fresno Bee

Sideshow

Sideshow

Arrivals include sad sideshow story

1

1

1

1
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11/21/16 Broadway World

Sideshow

Theatre

Casting Announced for Sideshow
Theatre Company's World Premiere
of GIVE IT ALL BACK

11/21/16 myhorrynews

Sideshow

Sideshow

CFHS drama department to perform
'The Elephant Man'

11/22/16 U.S. News & World Report

Sideshow

Politics

Trump Tower: President-elect HQ and
a political sideshow

11/22/16 Irish Examiner

Sideshow

Sports

Wayne Rooney a sideshow as Man
United fail to finish the job

11/22/16 Columbia Missourian

Sideshow

Politics

Trump Tower: President-elect HQ and
a political sideshow

1

1

11/23/16 Philly.com

Sideshow

Politics

Trump Tower: President-elect HQ and
a political sideshow

1

1

11/23/16 Topeka Capital Journal

Sideshow

Politics

Trump Tower: President-elect HQ and
a political sideshow

1

1

11/23/16 NT News

Sideshow

Politics

What it's like inside Trump Tower

1

1

11/23/16 SBS

Sideshow

Politics

We're not mediocre: Qld LNP leader

1

1

11/24/16 Ventura County Star

Sideshow

Sideshow

"Side Show" explores lives of
conjoined twins

11/25/16 Khaosod English

Sideshow

Politics

Behind the 'Nong Best' Sideshow, an
Eruption of Political Passions

1

1

11/25/16 Tone Deaf

Sideshow

Music

A Bunch Of Huge Gizzfest 2016
Sideshows Just Got Announced

11/26/16 Rappler

Sideshow

Politics

Sideshow: Group goes to Luneta to .

11/26/16 Camarillo Acorn

Sideshow

Mass Media

Excellent' cast falters with 'muddled'
script

1

11/29/16 Stoney Roads

Sideshow

Music

The Operatives Announce Huge
Machinedrum Sideshow

1

11/30/16 Boxing News and Views

Sideshow Sports

David Haye Sideshow Bob Jibes By
Bellew – Welcome To Boxing in 2016

1

11/30/16 Louisville Business First

Sideshow Politics

Aetna calls Obamacare argument in
Humana merger case a 'sideshow'

1

1

12/1/16 Becker's Hospital Review

Sideshow Politics

Aetna says ACA withdrawal is a
'sideshow' in antitrust case

1

1

12/1/16 SBS

Sideshow Politics

Swings, roundabouts and a sideshow
in federal parliament

1

1

12/1/16 Huffington Post UK

Sideshow Politics

The Richmond Park By-Election Is A
Self-Indulgent Sideshow

1

1

1

1

1

1

1

1

1
1

1
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12/2/16 Longview Daily News

Sideshow Politics

Stein recount is a sideshow

1

1

12/2/16 Hivisasa.com

Sideshow Politics

Mutua's accusation against Kalonzo a
sideshow, says Khalwale

1

1

12/5/16 Columbus Dispatch

Sideshow Sports

The Mailbox | Harbaugh's antics
made for sideshow on sideline

12/5/16 Reuters

Sideshow Politics

Brexit Supreme Court case is a
sideshow

12/5/16 The Times

Sideshow Sports

How 'Sideshow Bob' Luiz became
Conte's main man

12/7/16 Telegraph.co.uk

Sideshow Politics

Adeptly, Theresa May manoeuvres
around Labour's sideshow towards a
clean Brexit

1

1

12/7/16 BloombergQuint

Sideshow Politics

The Tata-Mistry Battle Is A Sideshow,
The Real War Is Yet To Come

1

1

12/7/16 Connect Savannah.com

Sideshow Sideshow

Thunder Snow Cone Variety Show
@The Jinx

1

12/8/16 IfOnly

Sideshow Sideshow

Museum of Interesting Things: Secret
Speakeasy Sideshow in Soho

1

12/9/16 Broadway World

Sideshow Theatre

CURIOUSITIES Returns Tonight at New
Off-Broadway Home

1

12/10/16 Telegraph.co.uk

Sideshow Sports

Anthony Joshua vs Eric Molina has
almost become sideshow to the
mayhem of Dereck Chisora ...

1

12/10/16 New York Daily News

Sideshow Politics

The Trump sideshow risks
personalizing the presidency

1

1

12/10/16 Bloomberg

Sideshow Politics

M&S's Pay Sideshow

1

1

12/11/16 mySanAntonio.com

Sideshow Politics

Trump's tweety sideshow
entertaining, but Congress is main
event

1

1

12/11/16 Charleston Gazette-Mail

Sideshow

Politics

Charles Krauthammer: Trump tweets
an amusing sideshow (Daily Mail)

1

1

12/12/16 Tallahassee.com

Sideshow

Politics

Canter: Media covered the sideshow,
missed main event

1

1

12/12/16 Hartford Courant

Sideshow

Politics

Krauthammer: Beyond Trump's
Sideshow, A Consequential Congress

1

1

12/12/16 The Market Mogul

Sideshow

Politics

Brexit In The Courts: A Supreme
Sideshow

1

1

Comcast SportsNet
12/13/16 Philadelphia

Sideshow

Sports

Eagles' long-snapper circus a costly
sideshow in loss to Redskins

1

1

1

1

1
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12/15/16 Newsmax

Sideshow

Politics

Recounts a Costly Political Sideshow

Theatre

Photo Flash: Meet the Stars of
Foothill Music Theatre's Revised SIDE
SHOW

1

1

12/15/16 Broadway World

Sideshow

12/15/16 On Tap Magazine

Sideshow Sideshow

Truth and Dare Variety Show: Ladies,
Let Your Freak Flags Fly

12/16/16 American Banker

Sideshow Economy

GSE 'Recap' Experiment Is Just a
Sideshow

1

12/16/16 Telegraph.co.uk

Sideshow Sports

Kadeena Cox: 'Winning SPOTY would
be great to show that Paralympians
aren't just a sideshow'

1

12/18/16 Louisville Eccentric Observer

Sideshow Sideshow

A glimpse into the strange, sideshow
world of Octo Claw's Bizarre Bazaar

12/18/16 Albany Times Union

Sideshow Politics

Letter: Focus on truth-telling, not the
sideshow

12/18/16 Goal.com

Sideshow Sports

ISL 2016: Heartbroken Delhi Dynamos
youngsters leave on a high amidst
ridiculous sideshow

1

12/19/16 Edmonton Sun

Sideshow Sports

With win over Northcutt, Gall proves
he's more than just a sideshow

1

12/19/16 Albany Times Union

Sideshow Politics

Focus on truth-telling, not the
sideshow

1

1

12/19/16 BlueRidgeNow.com

Sideshow Sideshow

Circus life

1

1

12/20/16 Kathimerini

Sideshow Politics

Pension bonus causes harmful
sideshow

1

1

12/21/16 The Sun Chronicle

Sideshow Sports

It's the McDaniels, Patricia sideshow
on Patriots' sideline

12/21/16 Lost Coast Outpost

Sideshow Sideshow

(VIDEO) Blue Jigsaw-Tattooed 'The
Enigma' Performs Dangerous
Sideshow Act at Siren's Song ...

12/22/16 Standard-Examiner

Sideshow Mass Media

Sideshow Photo Booth: A mobile
portrait experience in Ogden, Utah

12/24/16 WGN Radio

Sideshow Sideshow

Esmeralda Leon and Jon Hansen
12.23.16: Freak Show & Tell, Bad
Christmas Gifts and Nick D's ...

12/24/16 Music Insight

Sideshow Music

London Grammar announce mystery
Falls Fest sideshow

12/24/16 Brooklyn Paper

Sideshow Sideshow

Beach party: Coney Island is blowing
up for New Year's!

1

1

1

1

1

1

1

1

1

1

1
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Sideshow Politics

Donald Trump's act goes from
sideshow to big tent

Sideshow Mass Media

The Creepy Dummy From AHS: Freak
Show Is Still Hanging Out With Neil
Patrick Harris

12/29/16 The Star, Kenya

Sideshow

Politics

Khalwale: Atwoli's rally to name
Luhya preferred presidential
candidate is 'sideshow'

12/30/16 National Mortgage News

Sideshow

Economy

No, the Future of Fannie and Freddie
Is Not a 'Sideshow'

1

1

12/28/16 Wisconsin Gazette

12/29/16 MTV.com

1

1

1

1

1

12/31/16 The Guardian

Sideshow

Sports

Old Firm game a sideshow to season
as Rangers need time to develop
talent

01/01/17 Bleacher Report

Sideshow

Sports

Gabi Garcia Pummels 49-Year-Old Pro
Wrestler in Sideshow at Rizin FF 4

1

1

01/01/17 HITC

Sideshow

Sports

Old Firm game a sideshow to season
as Rangers need time to develop
talent

01/02/17 OverDrive

Sideshow

Mass Meda

Sideshow

1

Comcast SportsNet
01/03/17 Philadelphia

Sideshow

Sports

Eagles' long-snapper circus a costly
sideshow in loss to Redskins

1

01/03/17 Lexington Herald Leader

Sideshow

Music

Snapped: New Year's Eve at
Manchester Music Hall

1

01/03/17 dspshows.com

Sideshow

Sideshow

Whiskey Tango Sideshow: Dead Of
Winter

01/03/17 Ladbrokes.com.au

Sideshow

Sports

Northam Race 3

1

Bookmaker.com.au Online
01/03/17 Bookmaker

Sideshow

Sports

Northam Race 3

1

01/05/17 Huffington Post

Sideshow

Sideshow

Gutsy Sideshow Artists Spins Balanced
On Single Spear Point

01/05/17 AZCentral.com

Sideshow

Politics

Valdez: The main event behind
Arizona's minimum wage sideshow

01/05/17 Atlas Obscura

Sideshow

Sideshow

Watch an Armless, Legless Man Light
a Cigarette

01/05/17 Maine Edge

Sideshow

Sideshow

Love and 'Freeks'

01/06/17 Ticketfly

Sideshow

Sideshow

ABSFEST Burlesque Brunch (American
Burlesque & Sideshow Festival)

01/06/17 Sky Racing

Sideshow

Sports

Northam Harness R3

1

1

1

1

1
1

1
1
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01/06/17 Luxbet.com

Sideshow

Sports

Racing Next To Jump

Blue Virginia (press release)
01/07/17 (blog)

Sideshow

Politics

Sideshow Bob Rides Again (Oh,
Virginia!)

01/07/17 GuideLive

Sideshow

Sideshow

Deadly Sins Burlesque and Sideshow
at Wits End

1
1

1

1

1

1

01/11/17 East Valley Tribune

Sideshow

Sports

Kaepernick's anthem protest is a
sideshow, but there's a main event
going on

01/11/17 Distorted View Daily

Sideshow

Mass Meda

10th Anniversary Sideshow Deal!

01/12/17 The Daily Tar Heel

Sideshow

Politics

Opinion: Don't get distracted by
political sideshows

Sports

Atlanta Falcons-Seattle Seahawks
sideshow: Julio Jones vs. Richard
Sherman

1

Crime

SIDESHOW: 'Operation Temptation'
leads to numerous arrest for
prostitution charges

1

1

01/13/17 UPI.com

01/13/17 WRCB-TV

Sideshow

Sideshow

01/13/17 Broadway World

Sideshow

Sports

Photo Flash: The Chicago League of
Lady Arms Wrestlers Return
Valentine's Day Weekend for

01/14/17 Broadway World

Sideshow

Sideshow

Bridge Street Theatre Presents a
Magical Weekend

1

1

1

Blue Virginia (press release)
01/15/17 (blog)

Sideshow

Politics

Del. “Sideshow Bob” Marshall Quotes
Some Weird S*** About Women's
“Cradling Arms” and Men's ...

01/15/17 Ann Arbor District Library

Sideshow

Mass Meda

Sideshow

01/17/17 Capitol Hill Blue

Sideshow

Politics

Get Ready For The Inaugural
Sideshow

1
1

01/17/17 Amazon.com

Sideshow

Mass Media

Miracle at Coney Island: How a
Sideshow Doctor Saved Thousands of
Babies and Transformed

01/18/17 Amazon.com

Sideshow

Mass Media

Sideshow 2000

01/18/17 Broadway World

Sideshow

Theatre

Bay Area's First Look at Revised
Musical SIDE SHOW

Satellite PR News (press
01/20/17 release)

Sideshow

Mass Media

Event Cinemas and Monster Pictures
partner for the Monster Fest
TravellingSideshow

01/20/17 PJ Media

Sideshow

Politics

Is the War Against Trump a Sideshow,
or a Menace?

1

1
1

1

1

1

1

1

1
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01/21/17 Power Line (blog)

Sideshow

Politics

Obama Pardons Sideshow Bob

1

01/21/17 New York Post

Sideshow

Sports

Why Rodgers-Ryan will turn rest of
NFC title game into sideshow

01/21/17 Bloomberg

Sideshow

Politics

French Socialists Eclipsed by Macron
Before Sideshow Primary

1

1

01/23/17 The Australian

Sideshow

Politics

Sideshows only amplify Trump's core
message

1

1

01/25/17 Lebanon Reporter

Sideshow

Sideshow

The disheartening demise of the big
top

1

01/26/17 Terre Haute Tribune Star

Sideshow

Sideshow

Dick Wolfsie: Tents Moments

1

1

1

01/27/17 The Guardian

Sideshow

Sideshow

Bloody good fun: turning the story of
Tarrare the sideshow freak into an
opera

01/27/17 Pittsburgh Post-Gazette

Sideshow

Sideshow

Murder and a circus sideshow
performer

1

01/27/17 Ticketfly

Sideshow

Sideshow

Southern Sideshow Hootenanny

1

01/28/17 thepaper24-7.com

Sideshow

Sideshow

A “tents” moment in history for the
circus

1

Fine Books & Collections
02/01/17 Magazine

Sideshow

Art

"Seurat's Circus Sideshow" to Open at
The Met on February 17

02/01/17 Atlas Obscura

Sideshow

Sideshow

When Giant Sequoias Were Sacrificed
for Traveling Sideshows

02/02/17 Texas Tribune

Sideshow

Politics

Analysis: Texas, a legislative sideshow
to the main act in D.C.

1

1

1

1

1

02/02/17 Derby Telegraph

Sideshow

Sports

Match Verdict: no deadline-day
sideshow for Derby County as they
move back into the top six

02/02/17 Ticketfly

Sideshow

Sideshow

Tickets

02/02/17 MyHighPlains

Sideshow

Politics

Analysis: Texas, a legislative sideshow
to the main act in DC

02/03/17 Chicago Tribune

Sideshow

Theatre

22-member cast for Sideshow's 'Truth
and Reconciliation'

02/03/17 Longview News-Journal

Sideshow

Politics

Ramsey: Texas Legislature a sideshow
to main act in DC

02/04/17 Houston Chronicle

Sideshow

Sports

Watching Manziel, it's hard to wrap
head around Johnny Sideshow

1

02/04/17 Kill Your Stereo

Sideshow

Music

Fallujah Announce Melbourne
Sideshow

1

1
1

1

1

1

1

1
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The Kingston Whig-Standard
02/04/17 e-edition

Sideshow

Sports

The Super Bowl sideshow

1

02/07/17 OzTix

Sideshow

Music

Nicolas Jaar Confirms Golden Plains
Sideshow

1

Vehicle 'sideshows' reported in
Modesto, Stanislaus County; stunts
block Highway 99 traffic

1

02/08/17 Modesto Bee

Sideshow

Car Show

02/08/17 CBS Local

Sideshow

Car Show

02/08/17

1

1

1

02/08/17 AZ Family

Sideshow

Mass Media

Arizona's newest roadside sideshow is
out of this world - azfamily.com 3TV |
Phoenix Breaking ...

02/08/17 SkySports

Sideshow

Sports

James Haskell says England know
what to expect in Wales

02/08/17 Huffington Post UK

Sideshow

Politics

Israel's Illegal Settlements Cannot Be
A Sideshow To Glad-Handing When
Theresa May Meets .

02/08/17 theMusic

Sideshow

Music

Here They Come: Groovin The Moo
Acts Unveil Sideshow Dates

Politics

Trump's Tweets Are a Sideshow: His
Executive Orders Are Building a
Corporate State

Sideshow

Former Ringling Sideshow Manager
Reflects On 'The Greatest Show On
Earth'

02/09/17 Truthdig

02/09/17 WLRN

Sideshow

Sideshow

1

1

1

1

1

1

1

1

Organic Consumers
02/09/17 Association

Sideshow

Politics

Trump's Tweets Are a Sideshow: His
Executive Orders Are Building a
Corporate State

02/10/17 Monsters and Critics.com

Sideshow

Mass Media

Obese Erica tells My 600-lb Life: I feel
like sideshow

02/10/17 East Coast Radio

Sideshow

Politics

SONA drama a sideshow: Mbete

02/10/17 theMusic

Sideshow

Music

UK Ska Legends Madness Announce
Bluesfest Sideshows

1

02/10/17 Metropolitan Museum of Art

Sideshow

Art

Seurat's Circus Sideshow

1

02/11/17 The Age

Sideshow

Politics

Australian leaders' political pugilism is
merely a sideshow

02/11/17 The Met Store

Sideshow

Art

Georges Seurat's Circus Sideshow
Postcard Pack

1

02/11/17 The Met Store

Sideshow

Art

Georges Seurat: Circus Sideshow
Poster

1

1
1

1

1

1
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02/12/17 Sportskeeda

Sideshow

Sports

WWE needs to stop treating the
Cruiserweight division like asideshow

1

02/13/17 96.1 Kiss - iHeartRadio

Sideshow

Music

(VIDEO) Beyonce's Performance At
The Grammys

1

02/14/17 Signature Reads

Sideshow

Mass Media

Watch: Sneak Peek at Trudie Styler's
'Freak Show'

1

02/13/17 DailyMe.com

Sideshow

Mass Media

[Watch] 'Freak Show' Clip: Trudie
Styler's Directing Debut

1

AM 570 LA Sports 02/14/17 iHeartRadio

Sideshow

Sports

The NBA is a Sideshow League
1

02/15/17 Broadway World

Sideshow

Theatre

Sideshow Theatre Company Presents
US Premiere of truth and
reconciliation

02/15/17 Daily Maverick

Sideshow

Politics

SONA2017 aftermath: The radical dud
and the radical sideshow

1

1

1

1

02/16/17 Mirror.co.uk

Sideshow

Sports

Eric Bailly insists that Manchester
United won't be distracted by the
Pogba sideshow against St .

02/16/17 Combat Press

Sideshow

Sports

Bellator MMA Should Put An End to
Sideshow Fights

1

02/17/17 96.1 Kiss - iHeartRadio

Sideshow

Music

(VIDEO) Incredible Duquesne buzzer
beater

1

02/17/17 Tucson Weekly

Sideshow

Politics

TUSD Sideshow

1

1

1

02/17/17 Goal.com

Sideshow

Sports

Pogba v Pogba the sideshow,
Ibrahimovic the star as Man Utd
march on

02/17/17 Rappler

Sideshow

Sports

Mayweather-McGregor: Super-fight
or circus sideshow?

1

02/17/17 New York Times

Sideshow

Art

Cirque du Seurat at the Metropolitan
Museum of Art

1

1

02/17/17 Mad House Comedy Club

Sideshow

Theatre

Daniel Eachus as seen on Comedy
Central, Spike TV, the Sideshow
Network and more!

02/19/17 Cincinnati CityBeat (blog)

Sideshow

Sideshow

Side Show': Doubling Down at
Footlighters

Art

Seurat's Circus Sideshow: One
Painting With A Sideshow Of Its Own
At The MET

02/19/17 Broadway World

Sideshow

1

1
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02/21/17 Metro

02/21/17 talkRADIO (press release)

Sideshow

Sideshow

Crime

Police hunt fugitive who 'looks like
Sideshow Bob and Beaker from the
Muppets'

Politics

Brexit bill: 'Members of the House of
Lords shouldn't have to reveal their
EU pensions, this is a

1

1

1

1

1

02/22/17 Spectator.co.uk (blog)

Sideshow

Politics

What the papers say: The Lords'
Brexit debate is an unwelcome
sideshow

02/22/17 Free Malaysia Today

Sideshow

Politics

The sideshow in Kuala Lumpur

1

1

02/23/17 The Boston Globe

Sideshow

Politics

In 2011, Trump was a sideshow at
CPAC. Times have changed

1

1

02/23/17 Kokomo Tribune

Sideshow

Sideshow

Mark Heinig: Iconic circus to close but
sideshow goes on

1

1

1

02/23/17 Flavorwire

Sideshow

Politics

Milo Was a Sideshow to the Real
Conservative Spectacle: The Trump
Presidency

02/23/17 2SER

Sideshow

Music

Monster Fest Travelling Sideshow Sydney 2017

02/24/17 Newsday

Sideshow

Sideshow

Lucille Horn, Coney Island 'incubator
baby', dies at 96

02/24/17 Dayton Daily News

Sideshow

Politics

Dayton school board fights division,
sideshow-like atmosphere

02/24/17 Decider

Sideshow

Mass Media

Today in TV History: Sideshow Bob
Got Upstaged By His Brother

02/24/17 Newsday

Sideshow

Sideshow

Lucille Horn, Coney Island 'incubator
baby', dies at 96

1

02/24/17 The 828

Sideshow

Sideshow

ABSFEST 11 plus Americana,
Burlesque, and Sideshow Festival

1

02/24/17 Access Atlanta

Sideshow

Sideshow

Hellzapoppin Circus Sideshow at The
Masquerade

1

02/25/17 Fox News

Sideshow

Sideshow

Infant who survived in 1920s
sideshow incubator dies at 96

1

02/25/17 DailyEdge.ie

Sideshow

Sideshow

#absolute sideshow

1

1

02/25/17 Toronto Sun

Sideshow

Politics

Feds turn hate into a political
sideshow

1

1

02/25/17 MetroNews Canada

Sideshow

Politics

The Presto sideshow: A timeline of
Ontario's transit card rollout

1

1

1

1

1

1

1
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02/25/17 Freedom 93.3

Sideshow

Sideshow

Infant who survived in 1920s
sideshow incubator dies at 96

02/25/17 OzTix

Sideshow

Music

Roy Ayers Announces Second Sydney
Bluesfest Sideshow

Sideshow

Lucille Conlin Horn, who began life in
a Coney Island sideshow incubator,
dies at 96

1

Sideshow

Lucille Horn, Who Was Nursed To
Health In A Coney Island Sideshow,
Dies At 96

1

1

02/25/17 Los Angeles Times

02/26/17 NPR

Sideshow

Sideshow

1

1

02/26/17 91.3 KVLU

Sideshow

Sideshow

Lucille Horn, Who Was Nursed To
Health In A Coney Island Sideshow,
Dies At 96

02/26/17 New York Post

Sideshow

Sideshow

Woman who began life in Coney
Island sideshow dies

1

1

1

02/27/17 NPR

Sideshow

Sideshow

Lucille Horn, Who Was Nursed To
Health In A Coney Island Sideshow,
Dies At 96

02/27/17 The Boston Globe

Sideshow

Sideshow

Lucille Horn, 96, infant who survived
in sideshow incubator

02/27/17 Courier Mail

Sideshow

Sports

Lingerie boxing is not “empowering”.
Even calling it “sport” is a stretch

1

1

02/27/17 Broadway World

Sideshow

Sideshow

The Cheese Girls Serve Up an Evening
of Burlesque, Cabaret, LGBTQ+
andSideshow

02/28/17 WHIO

Sideshow

Politics

Dayton school board fights division,
sideshow-like atmosphere

02/28/17 Hepburn Advocate

Sideshow

Sideshow

World Sideshow Festival heads back
to Ballarat

1

02/28/17 MedPage Today

Sideshow

Sideshow

Morning Break: Pot vs Opioids? Rude
Parents; Incubator Sideshow

1

02/28/17 Counsel & Heal

Sideshow

Sideshow

Premature Infant Who Survived
1920's Sideshow Incubator Dies At 96

1

03/01/17 Brooklyn Paper

Sideshow

Politics

Freaks out! Mermaid musical pits
sideshow vs. Trump

03/01/17 MetroNews Canada

Sideshow

Mass Media

Annual relay event adds beer mile
sideshow

1

03/01/17 Painter's Table

Sideshow

Art

Seurat's Circus Sideshow @ the Met

1

03/01/17 Wisconsin Gazette

Sideshow

Sideshow

obscure sideshow stunts

1

1

1

1

1

1
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03/01/17 Bandwagon

Sideshow

Music

Sideshow returns to the Shed with
Tall Black Guy and Bastard Jazz
Recordings' Aaron DRM

03/02/17 Vanity Fair

Sideshow

Politics

The Box, New York's Hottest Freak
Show, Takes on Trump

1

1

03/02/17 Mirror.co.uk

Sideshow

Sideshow

Elephant Man' with 33lb tumour on
his face turns down offer to join 'freak
show'

03/02/17 Daily Mail

Sideshow

Sideshow

China's 'elephant man' with facial
tumour rejects freak showoffer

1

03/03/17 Austin Chronicle

Sideshow

Sideshow

Playback: Collateral Events During
SXSW Scale Back

1

03/03/17 EU Reporter

Sideshow

Politics

#Brexit is a sideshow. The common
future of the 27 is what counts,' Guy
Verhofstadt

03/03/17 GuideLive

Sideshow

Sideshow

Deadly Sins Burlesque and Sideshow
at Wits End

03/04/17 IMDb

Sideshow

Mass Media

Forbidden Tomes: Sideshow Mirrors –
The Art of Ray Bradbury's Pulp Horror

1
1

1

1

1

1

1

1

03/05/17 Broadway World

Sideshow

Sideshow

Photo Flash: Foothill Music Theatre
Brings Revitalized SIDE SHOW to the
Bay Area

03/05/17 Boca Black Box - TicketLeap

Sideshow

Sideshow

Tinderbox Circus Sideshow

03/05/17 PressReader

Sideshow

Mass Media

Man's Facebook death 'a sideshow'

03/06/17 Washington Times

Sideshow

Politics

What to Watch: After Senate
sideshow, 'bathroom bill' looms

03/06/17 Charleston City Paper

Sideshow

Mass Media

W+F's Nassau Street Sideshow was a
food festival on acid

1

1

1

1

03/06/17 The Independent

Sideshow

Politics

Philip Hammond's Budget is a
sideshow – what we should all pay
attention to in the economy now ...

03/06/17 Crossroads Today

Sideshow

Politics

What to Watch: After Senate
sideshow, 'bathroom bill' looms

03/06/17 PressReader

Sideshow

Sports

Trapped in Barca sideshow

03/08/17 The Mercury News

Sideshow

Sideshow

The Mercury News

03/08/17 CBS DFW

Sideshow

Politics

After Senate Sideshow, 'Bathroom
Bill' Looms For Texas Lawmakers

03/08/17 The Mercury News

Sideshow

Sideshow

A splendid show full of love for 'Side
Show' sisters

1

1

1

1

1
1

1

1

1
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03/08/17 Reason

Sideshow

Politics

Trump Wiretapping Circus Turns Real
Surveillance Issues into Crazy
Sideshow

03/08/17 NRL.COM

Sideshow

Sports

Henry's frustration at Hayne sideshow

1

03/08/17 OC Weekly

Sideshow

Crime

Sideshow Bob Ornelas Gets 190 Years
in Federal Pen for Sex with Little Girls

1

1

1

1

03/09/17 Herald Sun

Sideshow

Sports

Virat Kohli v Steve Smith just a
sideshow to remarkable Bangalore
Test match

03/09/17 Mountain View Voice

Sideshow

Sideshow

Joined at the hip

1

03/09/17 Goldstar

Sideshow

Sideshow

Sexy, Scary & Eccentric Tinderbox
Circus Sideshow

1

03/10/17 Palo Alto Online

Sideshow

Sideshow

Joined at the hip

1

03/10/17 TwinCities.com-Pioneer Press

Sideshow

Politics

Gun rights debate at Capitol draws
overflow crowd — and a sideshow

1

1

1

03/10/17 SFist

Sideshow

Car Show

Video: Driver Who Interrupted Bikers'
Sideshow Attacked On San Francisco
Freeway

03/10/17 New York Daily News

Sideshow

Sports

The Mets should be embarrassed
about Tim Tebow's disastrous debut

1

03/10/17 Ticketmaster

Sideshow

Theatre

Truth and Reconciliation-Sideshow
Theatre At Victory Gardens

1

03/10/17 PressReader

Sideshow

Sports

Sideshow lands on wrong side of field

1

1

03/12/17 SFist

Sideshow

Car Show

Man Attacked By Bikers During San
Francisco Sideshow Was Driving For
Uber

03/12/17 Broadway World

Sideshow

Theatre

Photo Flash: Media Theatre presents
SIDE SHOW

03/12/17 Daily Kos

Sideshow

Politics

Cartoon: Pundits appraise the Trump
sideshow

03/12/17 Dash (Harvard)

Sideshow

Economy

The Stock Market Investments: Is the
Market a Sideshow?

1

03/12/17 2SER

Sideshow

Music

Watch: Killing Ground at Monster Fest
Travelling Sideshow

1

DC Metro Theater Arts (press
03/13/17 release) (blog)

Sideshow

Theatre

Review: 'Side Show' at The Media
Theatre

03/14/17 BBC News

Sideshow

Politics

Newspaper review: Assembly
'sideshow' and Jabba the Hut

1

1

1

1

1

1
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03/14/17 vtdigger.org

Sideshow

Politics

Sue Prent: Eyes on the sideshow while
the big top burns

1

1

03/14/17 Daily Times

Sideshow

Politics

Philip Hammond's budget is a
sideshow

1

1

03/14/17 Normangee Star

Sideshow

Car Show

Tempers Flare; Sideshow Assault On
Highway 101 In San Francisco

03/16/17 Fox News Insider

Sideshow

Politics

Krauthammer on Court Blocking 2nd
Travel Ban: 'This Has Become a
Sideshow'

03/17/17 AFL.com.au

Sideshow

Sports

Shy guy's' contract won't become
sideshow: Cotchin

Sideshow

American freakshow: the
extraordinary tale of Truevine's Muse
brothers

03/17/17 The Guardian

Sideshow

03/17/17

Sideshow

03/18/17 Richmond

Sideshow

1

1

1

1

1
1

Sports

Dusty's contract won't become
sideshow: Cotchin

1

1

1

03/18/17 Broadway World

Sideshow

Theatre

Photo Flash: Sideshow Theatre
Company Presents US Premiere of
truth and reconciliation

03/20/17 CBS Sacramento

Sideshow

Car Show

Stockton PD Shut Down Sideshow
Before It Ever Started

03/21/17 Burma News International

Sideshow

Politics

A Costly Sideshow to Reform

03/21/17 Stockton Record

Sideshow

Car Show

911 briefs (March 20, 2017)

1

Car Show

Stockton police use tickets, towing
and warnings to thwart vehicle
'sideshow'

1

1

1

03/22/17 Sacramento Bee

Sideshow

1

1

03/22/17 CBS San Francisco Bay Area

Sideshow

Car Show

Several Detained In Bay Bridge
Sideshow Involving Dozens Of
Vehicles

03/22/17 Studio Daily

Sideshow

Mass Media

Sideshow Studios on Peak TV and the
Emergence of the Virtual Pilot

03/22/17 CNN

Sideshow

Politics

When Putin's your neighbor, the
Russian threat is chilling

1

1

03/22/17 SFist

Sideshow

Car Show

Day Around The Bay: CHP Busts
Sideshow In Oakland Possibly
Connected To SF Assault

03/22/17 99.7 [NOW!]

Sideshow

Car Show

Authorities Offer Details On Bay
Bridge Sideshow Bust

1

1
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The Metropolitan Museum of
03/22/17 Art

Sideshow

Art

View a complete list of exhibition
objects (PDF).

1

1

03/23/17 Chicago Tribune

Sideshow

Theatre

Review: From Sideshow, the power of
an hour of witnessing each others'
conflicts

03/23/17 CBS San Francisco Bay Area

Sideshow

Car Show

Police Bust Fairfield Illegal Sideshow;
4 Arrested

1

03/23/17 Patch.com

Sideshow

Car Show

San Leandro Woman Arrested For
Sideshow On Bay Bridge: CHP

1

03/23/17 Cyprus Mail

Sideshow

Mass Media

Has the iPad become a sideshow act?

1

03/23/17 Defence Aviation Post

Sideshow

Politics

History of Indian armed forces

Glenwood Springs Post
03/23/17 Independent

Sideshow

Politics

03/23/17 The Katy News

Sideshow

Sideshow

Burlesque and Circus and Sideshow
OH MY!

03/24/17 24Hours Toronto

Sideshow

Mass Media

Our picks for casting 'Feud: Charles
and Diana'

03/24/17 moviepilot.com

Sideshow

The True Story
Behind
'Truevine:'

03/24/17 Financial Times

Sideshow

Art

Seurat's Circus Sideshow,
Metropolitan Museum

1

03/24/17 TheReporter.Com

Sideshow

Car Show

Fairfield “Sideshow” leads to
citations, vehicles impounded

1

1

1

1

1

Letter: The real threat

1

1

1

03/24/17 ConservativeHQ

Sideshow

Politics

100 Days of Trump: How ignorance is
fueling today's political
establishmentsideshow

03/25/17 Financial Times

Sideshow

Mass Media

George Saunders: 'Art is not an
amusing sideshow'

03/25/17 WHIO

Sideshow

Sideshow

Infant who survived in 1920s
sideshow incubator dies at 96

03/25/17 Journal and Courier

Sideshow

Politics

Infant who survived in 1920s
sideshow incubator dies at 96

1

1

03/25/17 Law360 (subscription)

Sideshow

Politics

Anthem Merger Appeal Could Be
Sideshow To DOJ Deal

1

1

1
1

03/25/17 Broadway World

Sideshow

Theatre

Cry Havoc and Kitchen Dog to Present
SHOTS FIRED and THE GREAT
AMERICAN SIDESHOW ...

03/25/17 Isthmus

Sideshow

Mass Media

Adult Swim: Sustainability Sideshow

1

1

1

1
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03/25/17 NME.com

Sideshow

Sideshow

Mark James - Sideshow Tricks

03/25/17 LexisNexis

Sideshow

Politics

Anthem Merger Appeal Could Be
Sideshow To DOJ Deal-Making

1

1

03/26/17 Sputnik International

Sideshow

Politics

Russia Hearings: The Great American
Sideshow

1

1

03/26/17 See Tickets

Sideshow

Sideshow

Mark James

1

1

1

1

1

1

03/27/17 Normangee Star

Sideshow

Politics

Trump's GOP sideshow makes flawed
Obamacare look like Bill of Rights —
LUPICA

03/27/17 The West Australian

Sideshow

Sideshow

Colour of carnival to pull big crowd

Politics

LUPICA: Trump's GOP sideshow
makes flawed Obamacare look like
Bill of Rights

03/27/17 New York Daily News

Sideshow

1

1

1

03/29/17 LA Magazine

Sideshow

Sideshow

Sideshow Acts and Aerialists Hone
Their Crafts at This Secret Circus in
West Adams

03/29/17 Crosscut

Sideshow

Politics

Rachel Dolezal: A lesson or a
sideshow?

03/29/17 Coventry Telegraph

Sideshow

Sports

Wasps daily digest: Fly half battle is
no Lions sideshow says Dai Young

03/30/17 Brooklyn Paper

Sideshow

Sideshow

What a trip! Coney Gala was in high
spirits

1

03/30/17 Common Dreams

Sideshow

Politics

The House Science Committee's
Shameful Climate Sideshow

1

1

1

1

03/30/17 Gothamist

Sideshow

Sideshow

True Story Of An Early 1900s Coney
Island Sideshow Doctor Is Headed For
The Big Screen

03/30/17 Tone Deaf

Sideshow

Music

The 5 Splendour sideshows everyone
is asking for

1

03/30/17 Pundit Arena

Sideshow

Sports

Wasps Boss Plays Down Cipriani –
Sexton Lions Selection Sideshow

1

03/30/17 Conference News

Sideshow

Mass Media

The hand of sideshow Rob

1

03/30/17 Newsmax

Sideshow

Politics

Panetta on Nunes, Russia Probe:
Credibility or Sideshow?

03/30/17 Ticketfly

Sideshow

Sideshow

Tickets Hellzapoppin Circus Sideshow

The Commons | Common
03/30/17 Dreams

Sideshow

Politics

The House Science Committee's
Shameful Climate Sideshow

1

1

1

1

1
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03/31/17 Gothamist

Sideshow

Sideshow

True Story Of An Early 1900s Coney
Island Sideshow Doctor Is Headed For
The Big Screen

04/01/17 Daily Kos

Sideshow

Politics

Cartoon: Capitol sideshow

1

1

04/05/17 New Statesman

Sideshow

Politics

Gibraltar is a sideshow - why isn't
May focusing on Northern Ireland?

1

1

04/06/17 Bloomberg

Sideshow

Politics

South Africa's Downgrade Is a
Sideshow

1

1

04/06/17 Scout Bar

Sideshow

Sideshow

Hellzapoppin – Circus Sideshow Revue

04/06/17 Concrete Playground

Sideshow

Music

Mary J. Blige Bluesfest Sideshow

1

04/07/17 Business Day (registration)

Sideshow

Economy

SA's credit downgrade just a sideshow
for Brics buyers

1

04/08/17 8 Points, 9 Seconds

Sideshow

Sports

Lance Stephenson is More Than a
Sideshow for the Indiana Pacers

1

1

1

1

04/08/17 All Access Music Group

Sideshow

Music

Brad Leask Vs. Sideshow Mike
Andersen Vie For Iron Imager Title At
Worldwide Radio ...

04/08/17 theMusic

Sideshow

Music

Sigur Rós Unveil Splendour In The
Grass Sideshow Dates

1

04/08/17 theMusic

Sideshow

Music

The Lemon Twigs Announce Sydney &
Melbourne SplendourSideshows

1

Music

Queens Of The Stone Age Announce
Trio Of Splendour In The Grass
Sideshows

1

1

04/08/17 theMusic

Sideshow

04/08/17 the AU review (blog)

Sideshow

Music

Bonobo announces Splendour
sideshows in Australia and New
Zealand

04/08/17 Radioinfo (subscription)

Sideshow

Music

The wonder from down under

1

04/08/17 Concrete Playground

Sideshow

Music

Patti Smith Bluesfest Sideshow

1

04/08/17 MSN.com

Sideshow

Politics

Kurtz: The Devin Nunes sideshow
closes down

04/08/17 Beat Magazine

Sideshow

Music

Ásgeir returns to Melbourne with
2017 Splendour sideshow

1

04/08/17 Oztix

Sideshow

Music

Sigur Rós Unveil Splendour In The
Grass Sideshow Dates

1

04/11/17 New York Times

Sideshow

Politics

Sideshow in Myanmar

04/12/17 NBC 5 Dallas-Fort Worth

Sideshow

Sports

Newy Scruggs: Mavs Fans Deserve
Wins Not Romo Sideshow Act

1

1

1

1

1
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04/12/17 Tripadvisor

Sideshow

Art

Seurat Circus Sideshow

04/13/17 Brick by Brick - Ticketfly

Sideshow

Sideshow

Hellzapoppin Circus Sideshow with
special guests

04/14/17 Seeking Alpha

Sideshow

Economy

The Stock Market Is Just A Sideshow,
The Real Gains Are In Gold

04/14/17 The News Press

Sideshow

Sideshow

Hellzapoppin Circus Sideshow gets
weird at HOWL in Fort Myers

Music

LCD Soundsystem Announce The
Splendour Sideshows You Were
Waiting For

1

04/14/17 Junkee

Sideshow

1

1

1

1

1

Athens Messenger
04/17/17 (registration)

Sideshow

Sideshow

Jolly Nellie' Lane from Jobs was not
just a circus sideshow, but a silent
film actress

04/18/17 Brooklyn Paper

Sideshow

Sideshow

Super freaks! Sideshow Hall of Fame
honors carnie history

1

04/18/17 Brooklyn Daily

Sideshow

Sideshow

Super freaks! Sideshow Hall of Fame
honors carnie history

1

04/19/17 The Leader

Sideshow

Sideshow

Burlesque and Circus and Sideshow,
oh my

1

04/19/17 theMusic

Sideshow

Music

Royal Blood Announce Solitary
Splendour Sideshow

04/20/17 The Nation.

Sideshow

Politics

Jon Ossoff's Campaign Is an Expensive
Sideshow

04/20/17 Bloomberg

Sideshow

Economy

A Sideshow in India's Bad-Debt Epic

1

1

1

1

1

1

04/20/17 Evening Standard

Sideshow

Sports

James Olley: Chelsea could do
without the sideshow of John Terry's
long goodbye

04/20/17 AFL.com.au

Sideshow

Sports

How a big Roo can lose the 'Sideshow
Bob' status

04/20/17 Ticketfly

Sideshow

Sideshow

The Teaser Show: A Sideshow &
Burlesque benefit for CCBVF

1
1

04/20/17 A.V. Club

Sideshow

Mass Media

Kelsey Grammer doesn't even
mention Sideshow Bob in his bizarre
memoir So Far...

04/20/17 The Sun Daily

Sideshow

Sports

CR7 wins the sideshow

04/20/17 Globalnews.ca

Sideshow

Politics

Commentary: Was marathon LRT
meeting just a political sideshow ?

04/20/17 Ticketfly

Sideshow

Sideshow

Hellzapoppin Circus Sideshow Revue

1

1
1

1
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04/20/17 Coney Island USA

Sideshow

Sideshow

The Brooklyn Paper: Super freaks!
Sideshow Hall of Fame honors carnie
history

04/20/17 PressReader

Sideshow

Politics

A squalid sideshow

04/22/17 KLBJ-fm

Sideshow

Music

Live Sideshow w/ Ron Bennington |
April 2017

04/22/17 New York Times

Sideshow

Sideshow

New York Today: Swallowing Swords
in Brooklyn

1

1

1
1

1

1

04/24/17 Martinsville Bulletin

Sideshow

Sideshow

Cutting edge entertainment:
Blacksburg sword swallower hones
sideshow career

04/24/17 Sport24

Sideshow

Sports

Side Entry: Time for Etzebeth to ditch
the sideshow

1

04/24/17 Latest News

Sideshow

Sports

Sport24.co.za | Side Entry: Time for
Etzebeth to ditch the sideshow

1

04/24/17 ASCLD

Sideshow

Mass Media

04/24/17 News24 - Sport24

Sideshow

04/26/17 Antigua Observer

Windows sideshow managed runtime
10 ஜ Скачать: Windows
sideshowmanag

1

Sports

Side Entry: Time for Etzebeth to ditch
the sideshow

1

Sideshow

Politics

Latest:LOVELL: DNA IS A SIDESHOW

LSC Blogs - Liberty Science
04/26/17 Center

Sideshow

Sideshow

The freaky science behind being a
circus sideshow performer

1

04/26/17 Do512

Sideshow

Sideshow

Captain Burton's Fun Time Sideshow
Circus

1

04/27/17 Globalnews.ca

Sideshow

Politics

COMMENTARY: Time to end the LRT
sideshow

04/27/17 Patch.com

Sideshow

Car Show

Newark Police Cite 3 At Side Show

04/27/17 Ticketfly

Sideshow

Sideshow

Tickets

04/28/17 Daily Reckoning

Sideshow

Politics

Rickards: Trump Tax Plan is a
"Sideshow"

1

1

The Daily News of
04/28/17 Newburyport

Sideshow

Politics

Clark's view: The Sean Spicer
sideshow

1

1

04/28/17 Rare Disease Report

Sideshow

Sideshow

Progeria Patients Are No Sideshow

Economy

Bank Of Japan A Sideshow For US
Dollar to Yen Exchange Rate As Risk
On Rally Continues

04/28/17 Exchange Rates UK

Sideshow

1

1

1

1
1

1

1

1
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04/28/17 Westender

Sideshow

Sideshow

Squidling Brothers take 'sideshow' to
another dimension

04/29/17 Daily Mail

Sideshow

Sports

Manchester derby was a sideshow
instead of title bout

1

04/29/17 KRON4.com

Sideshow

Car Show

Vallejo neighborhood sideshow
caught on camera

1

1

1

04/29/17 The Wharf

Sideshow

Mass Media

How Chris Pratt went from sideshow
to the main event via Guardians Of
The Galaxy

04/29/17 IMDb

Sideshow

Mass Media

The Best of the Incedible Strange
Sideshow of Horrors

1

04/29/17 Latest News - ittHON.ma

Sideshow

Sports

Manchester derby was a sideshow
instead of title bout

1

04/29/17 BackerKit

Sideshow

Sideshow

The Curiosity Micro Museum and
Sideshow at Pandora's Box

1

04/29/17 PwC Switzerland

Sideshow

Economy

Corporate access: a MiFID 2 sideshow
that might yet cause a headache for
asset managers

04/29/17 Access Atlanta

Sideshow

Sideshow

The Hellzapoppin' Circus Sideshow

04/30/17 Scout

Sideshow

Sports

Conner No Sideshow To Steelers

04/30/17 Pentagram

Sideshow

Art

Sideshow

04/30/17 Painters' Table

Sideshow

Art

Dana Gordon: New Painting @
Sideshow Gallery

1

04/30/17 Concrete Playground

Sideshow

Music

Monster Fest Travelling Sideshow

1

1
1
1
1

1

05/01/17 SeatGeek

Sideshow

Sideshow

Metalachi: Elm St Music & Tattoo
Festival with Hellzapoppin Circus
SideshowRevue, May Music ...

05/03/17 Independent Herald

Sideshow

Mass Media

Garrett: Heavy rains turned Norris
into a tourist sideshow

1

05/03/17 NBC Bay Area

Sideshow

Car Show

Illegal Sideshows Force Businesses to
Close Early in San Jose

1

05/04/17 Idyllwild Town Cier

Sideshow

Theatre

Idyllwild Arts stages musical
'Sideshow'

1

1

05/04/17 Peninsula Daily News

Sideshow

Sideshow

In mutation of classic and modern,
circus sideshow planned Thursday in
Port Townsend

05/05/17 Bloomberg

Sideshow

Politics

Korean Vote a Sideshow for Investors
Eyeing Trump And the North

1

1

1

380
05/05/17 Do512

05/06/17 Daily Star

Sideshow

Sideshow

Sideshow

Hellzapoppin Circus Sideshow Revue

1

Sports

PAUL MERSON COLUMN: Rashford
has it all, Man Utd Arsenal sideshow,
Defoe to pick Cherries

1

1

05/06/17 SFWeekly

Sideshow

Car Show

Bizarre Crimes of the Week:
Sideshows, Road Rage and a Cooler
Fire

05/06/17 BloombergQuint

Sideshow

Politics

Korean Vote a Sideshow for Investors
Eyeing Trump And the North

05/07/17 KCRA Sacramento

Sideshow

Car Show

5 arrested at Stockton illegal
sideshow

1

05/07/17 ABC10

Sideshow

Car Show

Stockton police arrest 5 people at
illegal sideshow

1

05/07/17 Forte Magazine

Sideshow

Sideshow

World Sideshow Festival, a one of a
kind sideshow celebration

05/07/17 Ticketfly

Sideshow

Sideshow

Tickets DR. SINN'S FREAK ISLAND
MUSICAL SIDESHOW

1

1

1

1

1

05/08/17 Modesto Bee

Sideshow

Car Show

Thousands turn out for Cinco de
Mayo parade; later police disperse car
“sideshow”

05/09/17 KCRA Sacramento

Sideshow

Car Show

Car sideshow in Modesto creates
public safety concern

05/09/17 Ballarat Courier

Sideshow

Sideshow

Raising hell – and a daughter – in the
sideshow world

1

05/09/17 ABC Online

Sideshow

Sideshow

The World of Sideshows

1

1

1

05/10/17 Broadway World

Sideshow

Sideshow

Coney Island USA Launches
Fundraising Campaign to Support
MERMAID PARADE

05/10/17 Gothamist

Sideshow

Sideshow

The Coney Island Mermaid Parade Is
In Trouble

1

05/10/17 The Drum

Sideshow

Mass Media

Digital agency group Sideshow
acquires creative agency Thinking
Juice

05/10/17 Rheaheraldnews

Sideshow

Sideshow

Sideshow coming to Strawberry
Festival

05/10/17 NBCSports.com

Sideshow

Sports

Tanner Glass-Chris Neil sideshow
takes center stage

1

05/10/17 NBCSports.com

Sideshow

Sports

Kings 'working diligently' on Toffoli,
Pearson extensions

1

1

1
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05/10/17 NBCSports.com

Sideshow

Sports

Blues want long-term deal for
Parayko, who will play at Worlds

1

05/10/17 Trees

Sideshow

Sideshow

Hellzapoppin Circus SideShow Revue
comes to the Elm Street Music &
Tattoo Fest!

05/11/17 NBCSports.com

Sideshow

Sports

Let the Kovalchuk bidding begin!

1

05/11/17 NBCSports.com

Sideshow

Sports

Rangers sign WHL scorer Leedahl

1

05/11/17 NBCSports.com

Sideshow

Sports

AHL suspends Dotchin for hit that
injured Gauthier

1

05/11/17 Beat Magazine

Sideshow

Sideshow

World Sideshow Festival

05/12/17 Sportsnet.ca

Sideshow

Sports

Mr. Game 7's clutch heroics more
than just a sideshow

1

1

1

05/12/17 Herald Sun

Sideshow

Sideshow

David Splatt's flea circus will get bugs
jumping at the World Sideshow
Festival in Ballarat

05/12/17 MyDaytonDailyNews

Sideshow

Music

Sideshow returns: Dayton music and
art highlighted in this free festival

1

05/12/17 K-Rock 105.7

Sideshow

Music

Sittin' With Sideshow – One Bad Son
“The Promise”

1

05/12/17 K-Rock 105.7

Sideshow

Music

Sittin' With Sideshow – One Bad Son
“Satellite Hotel”

1

1

05/13/17 CBS New York

Sideshow

Sideshow

Sweet Spot' With Mike Sugerman:
Circus Geeks In Coney Island
Sideshow

05/13/17 Bournemouth Echo

Sideshow

Graphic design

Thinking Juice has been bought by
London agency Sideshow

05/13/17 Ballarat Courier

Sideshow

Sideshow

World Sideshow Festival launches
with league of superfreaks

05/13/17 Dayton Music Insider

Sideshow

Music

Sideshow 12 at Yellow Cab

05/13/17 The Wimmera Mail-Times

Sideshow

Sideshow

Raising hell – and a daughter – in the
sideshow world

1

05/13/17 Beat Magazine

Sideshow

Sideshow

World Sideshow Festival

1

05/14/17 NEWS.com.au

Sideshow

Sideshow

World Sideshow Festival

1

05/16/17 Fresno Bee

Sideshow

Car Show

Out-of-town 'sideshows' cause
trouble in Fresno

1

05/16/17 Fresno Bee (blog)

Sideshow

Car Show

Burglar with a foot fetish? Avi Kaplan
bolts Pentatonix. Your Morning Scoop

1

1

1

1
1
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05/16/17 The BitBag

Sideshow

Mass Media

Killing Floor 2 Summer Update: What
To Expect From Tripwire Interactive's
Next Free Content ..

1

05/17/17 The Ring of Fire Network

Sideshow

Politics

The Political Sideshow Is Giving
Republicans Cover To Destroy
America

05/17/17 Cantech Letter

Sideshow

Economy

Blockchain is “an overpromoted
sideshow,” says Tim Bray

1

1

1

1

05/17/17 The Sydney Morning Herald

Sideshow

Sports

State of Origin 2017: Why NSW camp
is set to become the Jarryd
Haynesideshow

05/17/17 ABC Online

Sideshow

Sideshow

Arnold Bell and his life as a travelling
showman

05/18/17 yourcentralvalley.com

Sideshow

Car Show

"Sideshows" a concern in Fresno area

1

05/18/17 Stuff.co.nz

Sideshow

Sports

Jarryd Hayne sideshow threatens to
hijack NSW State of Origin team camp

1

05/19/17 Newsmax

Sideshow

Politics

Wilbur Ross: Trump-Russia
Investigation Is 'Sideshow'

05/19/17 Blog a Bull (blog)

Sideshow

Sports

Anyone see the newest comments by
the sideshow that is LaVar Ball

05/19/17 Ticketmaster

Sideshow

Sideshow

Hellzapoppin Circus Sideshow Review
Tickets

05/20/17 11versus11

Sideshow

Sports

Final Third: Jose sideshow trumps all
else at Old Trafford

1

05/20/17 The BitBag

Sideshow

Mass Media

Killing Floor 2 Summer Sideshow
Event Confirmed In Achievement List

1

05/21/17 Best Tickets

Sideshow

Sideshow

Hellzapoppin Circus Sideshow Tickets

05/23/17 Financial Times

Sideshow

Politics

Appetite for gilts leaves UK election a
colourful sideshow

05/24/17 Ottawa Citizen

Sideshow

Sideshow

Capital Voices: 'Welcome to the world
of magic'

1

05/25/17 The 828

Sideshow

Sideshow

11th Annual ABSFEST (Americana
Burlesque & Sideshow Festival)

1

05/25/17 K-Rock 105.7

Sideshow

Music

Sittin' With Sideshow – Daniel
Champagne “The Nightingale”

1

Art

At the Circus', Then Off to the
Sideshow: The Curious
Transformation of Steven J. Athanas

1

05/27/17 Toledo City Paper

Sideshow

1

1

1

1

1

1

1

1
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05/27/17 Telegraph.co.uk

Sideshow

Politics

Israel and Palestine are a sideshow to
the real Middle East peace process

1

1

05/27/17 WCQS

Sideshow

Sideshow

However They Do It Asheville
Burlesque & Sideshow Performers Say
It's About Empowerment

05/28/17 Telegraph.co.uk

Sideshow

Politics

Neil Woodford: 'Brexit is a sideshow,
the UK economy is set fair'

1

1

Politics

Charles Krauthammer: A deal
between Israel and the Palestinians is
a sideshow. Stay focused on ...

1

1

1

1

05/28/17 National Post

Sideshow

1

05/28/17 ClickLancashire

Sideshow

Politics

Charles Krauthammer: A deal
between Israel and the Palestinians is
a sideshow

05/28/17 Match Play Events

Sideshow

Sports

Wildball 2017 Skids Sideshow

1

05/28/17 Facebook

Sideshow

Art

The Metropolitan Museum of Art,
New York

1

Politics

Charles Krauthammer: A deal
between Israel and the Palestinians is
a sideshow

1

1

1

1

05/29/17 AppsforPCDaily

Sideshow

05/29/17 Normangee Star

Sideshow

Politics

Charles Krauthammer: A deal
between Israel and the Palestinians is
a sideshow

06/01/17 Buffalo Reflex (subscription)

Sideshow

Sideshow

From sideshows to Barnum & Bailey
to Buffalo Bill's

1

1

1

06/01/17 Firstpost

Sideshow

Politics

India vs Pakistan: Politics and rhetoric
reduce clashes between arch-rivals to
just a sideshow

06/02/17 The Times (subscription)

Sideshow

Politics

Curtain falls on the dynamic duo's
sideshow

1

1

06/02/17 Money Observer

Sideshow

Politics

UK general election: a brief sideshow
ahead of Brexit negotiations

1

1

06/02/17 Winnipeg Free Press

Sideshow

Sports

Performance sanctimony ugly
sideshow in Tiger Woods saga

06/02/17 International Investment

Sideshow

Politics

UK general election just a 'brief
sideshow' ahead of Brexit: Jupiter

1

1

1

1

06/02/17 XNewsPress

Sideshow

Politics

Charles Krauthammer: A deal
between Israel and the Palestinians is
a sideshow

06/03/17 New York Post

Sideshow

Sports

Daily Mets sideshow distracting us
from what's really wrong

1

1
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06/03/17 MSN.com

Sideshow

Sports

Rihanna and Durant sideshow at NBA
Finals

1

06/04/17 Sport24

Sideshow

Sports

Proteas: Elgar's dazzling sideshow

1

06/04/17 Press Herarld

Sideshow

Politics

Letter to the editor: Tax reform just a
sideshow for Trump's real priorities

1

1

1

1

Blue Virginia (press release)
06/04/17 (blog)

Sideshow

Politics

Video: Four Democrats Explain Why
They Can – and Should – Beat VA Del.
“Sideshow Bob

06/04/17 K-Rock 105.7

Sideshow

Music

Sittin' With Sideshow – Miss Emily
“Can't Wait Anymore”

1

06/04/17 K-Rock 105.7

Sideshow

Music

Leeroy Stagger “I Want It All”

1

06/04/17 News24 - Sport24

Sideshow

Sports

Proteas: Elgar's dazzling sideshow

1

Politics

United Kingdom general election: a
brief sideshow ahead of Brexit
negotiations

1

1

1

1

1

1

06/05/17 pppFocus

Sideshow

06/06/17 ConservativeHQ

Sideshow

Politics

Outsiders vs. Insiders: Hillary and Joe
clown act sets stage for a real 2020
Democrat sideshow

06/07/17 Newsmax

Sideshow

Politics

Abramoff: Dems a 'Sideshow CircusCar Full of Clowns'

Sideshow

The Hellzapoppin Circus SideShow
Revue Has Announced Several Tour
Dates

Theatre

Sideshow Theatre to Honor Arts &
Business Council of Chicago and Chay
Yew with 2017 Impact ..

06/08/17 Dread Central

06/08/17 Broadway World

Sideshow

Sideshow

06/08/17 IMDb

Sideshow

Sideshow

The Hellzapoppin Circus SideShow
Revue Has Announced Several Tour
Dates

06/09/17 K-Rock 105.7

Sideshow

Music

Motorhead Biographer Martin Popoff
Sittin' With Sideshow

06/09/17 Guidelive

Sideshow

Sideshow

Deadly Sins Burlesque and Sideshow
@ Wits End in Dallas

06/10/17 Texarkana Gazette

Sideshow

Politics

Comey Sideshow: Real story is how
millions of Americans had
communications intercepted

06/10/17 Soda Jerk Presents

Sideshow

Sideshow

Hellzapoppin Circus Sideshow

06/11/17 News Sentinel

Sideshow

Politics

THE BUZZ: The sideshow that never
ends

1

1

1

1

1

1

1

1

1

1
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06/11/17 PCGamer

Sideshow

Mass Media

Killing Floor 2's Summer Sideshow
event starts tomorrow, kicking off a
free week

EastCountyToday (press
06/13/17 release) (registration) (blog)

Sideshow

Car Show

Brentwood: Vehicles Impounded
After Tip Leads CHP to Sideshow

1

06/13/17 TripWire Interactive

Sideshow

Mass Media

Killing Floor 2 - Summer Side Show
Announced!

1

1

1

06/13/17 MSN.com

Sideshow

Mass Media

Killing Floor 2: Summer Sideshow
Gameplay Trailer | E3 2017 PC
Gaming Show

06/13/17 MSN.com

Sideshow

Mass Media

Killing Floor 2 Summer Sideshow Tráiler

1

06/13/17 IDG.TV

Sideshow

Mass Media

Killing Floor 2 Summer Sideshow
event announcement

1

06/14/17 SFGate

Sideshow

Car Show

Motorcycle cop hurt, sideshow
drivers cited as Dub Nation parties

1

06/14/17 CBS San Francisco Bay Area

Sideshow

Car Show

Officer Injured; Sideshow Broken Up
During Warriors Celebration

1

06/14/17 bestofneworleans.com

Sideshow

Sideshow

Snake Oil Festival presents burlesque,
sideshow acts and more

1

06/14/17 Business Day (registration)

Sideshow

Politics

Outcry over Guptas' naturalisation a
'sideshow', says Treasury, confirming
Gigaba approved it

06/14/17 PVP Live

Sideshow

Mass Media

Killing Floor 2's Summer Sideshow
Seasonal Event Revealed at E3 2017

1

Mass Media

Check Out Killing Floor 2's First
Themed Event – The
SummerSideshow

1

Car Show

Minor damage reported after
Warriors celebrations, sideshows in
Oakland

1

1
1

06/14/17 Gameranx (blog)

06/14/17 East Bay Times

Sideshow

Sideshow

06/14/17 VG247

Sideshow

Mass Media

Killing Floor 2's epic yet gross
“Summer Sideshow” event begins
tomorrow

06/14/17 Killing Floor 2

Sideshow

Mass Media

SummerSideshow_Update

Sideshow

Free Sideshow Performances at
Ripley's Believe It or Not! Panama City
Beach

Car Show

WARRIORS FAN CELEBRATION: Fans
celebrate Warriors victory with
asideshow and bonfire.

06/14/17 Ripley Entertainment Inc

06/14/17 MSN.com

Sideshow

Sideshow

1

1

1

1
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06/14/17 Metacritic

Sideshow

Mass Media

Killing Floor 2: Summer Sideshow
Gameplay Trailer - E3 2017

1

1

06/15/17 Brownstoner

Sideshow

Sideshow

Learn About Brooklyn's Sideshows
Past and Present at Brooklyn
Historical Society

06/15/17 NBC Bay Area

Sideshow

Car Show

Celebratory Sideshows Take Over
Oakland Streets, Arrests Made

06/15/17 CL Charlotte

Sideshow

Music

Dr. Cirkustien Rocks the Creepy
Sideshow Vibe

1

1

06/15/17 Brownstoner

Sideshow

Sideshow

Learn About Brooklyn's Sideshows
Past and Present at Brooklyn
Historical Society

06/15/17 Daily Maverick

Sideshow

Politics

Sideshows and The Last Man Standing

06/15/17 Gamers Hell

Sideshow

Mass Media

Summer Sideshow Event Unveiledfor
Killing Floor 2 E3 2017 Trailer

1

06/15/17 AppsforPCDaily

Sideshow

Car Show

Despite Sideshow, Oakland remains
mostly calm after Warriors win

1

Politics

Outcry over Guptas' naturalisation a
'sideshow', says Treasury, confirming
Gigaba approved it

Sideshow

Midnight Oil: Featuring burlesque
dancers and sideshow acts, the Snake
Oil Festival's third year is ...

1

1

06/15/17 ClickLancashire

06/15/17 The Advocate

Sideshow

Sideshow

1
1

1

1

1

1

1

06/16/17 The Advocate

Sideshow

Sideshow

Midnight Oil: Featuring burlesque
dancers and sideshow acts, the Snake
Oil Festival's third year is ...

06/16/17 The Sun Current

Sideshow

Politics

Column: A better sideshow?

06/16/17 Chattanooga Times Free Press Sideshow

Sports

5-at-10: Braves' improvement, Boxing
sideshow, US Open underway,
Rushmore of World War II ...

1

06/16/17 Adobe Blogs

Sideshow

Graphic design

5 Tips to Transform Optimization
from a Sideshow to Main Event

1

06/17/17 FOXSports.com

Sideshow

Sports

McGregor backers: Mayweather fight
is no sideshow

1

06/17/17 The Sunshine Coast Daily

Sideshow

Music

NamJam busking favourites star in
SideShows

1

06/17/17 Los Angeles Times

Sideshow

Car Show

Motorcyclists arrested in beating of
Lyft driver on Bay Area freeway

1

06/17/17 NewsRadio KLBJ

Sideshow

Sports

McGregor backers: Mayweather fight
is no sideshow

1
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06/18/17 ABC News

Sideshow

Sports

McGregor backers: Mayweather fight
is no sideshow

1

06/18/17 K-Rock 105.7

Sideshow

Music

Sittin' With Sideshow – The
Pistolwhips “Can't Wait”

1

06/18/17 Telegraph Herald

Sideshow

Sports

McGregor backers: Mayweather fight
is no sideshow

1

06/19/17 Daily Commercial

Sideshow

Sports

McGregor backers: Mayweather fight
is no sideshow

1

06/19/17 PigeonsAndPlanes

Sideshow

Music

Check Out DJ Esco's Latest Episode of
Web Series 'Sideshow'

1

06/19/17 Chicago Tribune

Sideshow

Theatre

Kristiana Rae Colon premiere in
Sideshow's 2017-18 season

1

06/19/17 Bloomberg

Sideshow

Politics

Sec. Ross Says Trump Investigations
Are 'a Sideshow'

06/19/17 Normangee Star

Sideshow

Car Show

Despite Sideshow, Oakland remains
mostly calm after Warriors win

1

06/19/17 The Weekend Edition

Sideshow

Music

Free Friday Jazz at The Sideshow

1

06/19/17 Adobe blogs

Sideshow

Graphic design

5 Tips to Transform Optimization
from Sideshow to Main Event (Part 2)

1

06/19/17 MSN.com

Sideshow

Politics

Sec. Ross Says Investigations
'Something of a Sideshow'

1

1

06/19/17 Jewish Currents

Sideshow

Politics

O My America: The White House
Sideshow

1

1

1

1

06/21/17 Broadway World

Sideshow

Theatre

YOU FOR ME FOR YOU, TILIKUM and
More Slated for Sideshow Theatre
Company's 2017-18 ...

06/22/17 MEED (subscription)

Sideshow

Politics

Qatar is a sideshow

06/22/17 Charlotte Observer (blog)

Sideshow

Sports

Boxing's biggest sideshow is like two
unrelated species coming together

1

06/22/17 Adobe blogs

Sideshow

Graphic design

5 Tips to Transform Optimization
from Sideshow to Main Event (Part 2)

1

06/22/17 Ticketfly

Sideshow

Music

Ryan Roth & the Sideshow

1

Sports

Canelo Alvarez doesn't want Floyd
Mayweather Jr.'s 'sideshow' to steal
his fight's thunder

1

Mass Media

Killing Floor 2 PS4: Summer Sideshow
Starts Late Summer 2017, Online
Server Issues Persist

1

06/24/17 Los Angeles Times

06/24/17 The BitBag

Sideshow

Sideshow

1
1

1
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06/24/17 Granta

Sideshow

Art

Sideshow

1

1

06/24/17 Oztix

Sideshow

Music

Catfish & The Bottlemen Announce
Official Splendour Sideshow With
Bishop Briggs

06/25/17 CBS San Francisco Bay Area

Sideshow

Car Show

5 Arrested During Friday Night
Sideshow In Santa Rosa Parking Lot

1

06/25/17 Vivid Seats

Sideshow

Music

Sideshow Carnevale Columbia Tickets
- 7/30/2017 5:00 PM

1

06/25/17 Santa Rosa Press Democrat

Sideshow

Car Show

Five motorists arrested in Santa Rosa
during crackdown on sideshow

1

Hong Kong Standard (press
06/27/17 release)

Sideshow

Crime

06/27/17 Reading Eagle

06/28/17 CBSSports.com

Sideshow

Sideshow

Up in smoke a drug sideshow
1

Sports

Alvarez and Golovkin go on
promotional tour to counter hype for
Mayweather-McGregor

1

Sports

Canelo, Pacquiao among star boxers
ripping Mayweather vs. McGregor
'sideshow'

1

1

06/28/17 Sacramento Bee

Sideshow

Car Show

Authorities hit drivers with 90
citations, one arrest, for Sacramentoarea 'sideshow'

06/28/17 The Australian

Sideshow

Politics

Boastful B-teamers' same-sex
marriage sideshow

06/28/17 Chippewa Herald

Sideshow

Sports

The Freeze: new MLB sideshow

1

06/28/17 K-Rock 105.7

Sideshow

Music

Sittin' With Sideshow – Kasador “Talk
About It”

1

1

1

1

1

1

1

06/29/17 A.V. Club

Sideshow

Mass Media

The Reagan Show traces Trump's
sideshow tactics back to our first TVready president

06/29/17 Prince George Citizen

Sideshow

Politics

Liberal sideshow to end on Thursday

06/29/17 The Australian

Sideshow

Politics

Suspension of standing orders could
bring on gay marriage vote

1

06/29/17 Filmink

Sideshow

Mass Media

Monster Fest Travelling Sideshow
Comes to Adelaide's GU Film House

1

06/29/17 IMDb

Sideshow

Mass Media

Movie Review: The Reagan Show
traces Trump's sideshow tactics back
to our first TV-ready ...

06/30/17 The News-Press

Sideshow

Sports

Tim Tebow not just a sideshow,
supporters in Fort Myers say

1

1

1
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06/30/17 The Irish News

Sideshow

Mass Media

This hilarious tweet spotting
'Sideshow Bob on the move' will
delight Simpsons fans

1

06/30/17 RiverBender.com

Sideshow

Sideshow

World's Largest Catsup Bottle festival
birthday party & car show to take
place July 9

06/30/17 INSCMagazine (blog)

Sideshow

Sports

WWE: Woman Wrestling continues to
make history

1

1

1

06/30/17 Lovin.ie

Sideshow

Mass Media

Fans Of 'The Simpsons' Will
Absolutely Love This Sideshow Bob
Reference

06/30/17 Winston-Salem Journal

Sideshow

Sideshow

Hot Rod Art, Burlesque, Part of the
Heavy Rebel Experience

1

07/01/17 New York Times

Sideshow

Sideshow

How to Photograph Fireworks Like a
Pro

1

07/01/17 Winston-Salem Journal

Sideshow

Sideshow

Looking Sharp!

1

Car Show

Dangerous street racing 'sideshow' in
Castaic industrial park ends in 7
arrests

1

Sports

Aidil Shahrin says no hard feelings
with Philippe Aw despite no
handshake

1

07/02/17 MyNewsLA.com

07/02/17 ESPN (blog)

Sideshow

Sideshow

07/04/17 The Hill

Sideshow

Politics

Mark Cuban: Media can't be
distracted by Trump's tweeting
'sideshow'

07/04/17 Charlotte Observer

Sideshow

Sports

Is the BIG3 a professional basketball
league or a traveling sideshow?

1

07/04/17 Tone Deaf

Sideshow

Music

A stack of Splendour sideshows just
announced their Aussie support acts

1

Art

Popular artist David Hollier's debut
solo exhibition draws inspiration from
Mary McLeod Bethune ...

1

1

1

07/04/17 Our Time Press

Sideshow

07/04/17 Oztix

Sideshow

Music

These Acts Have Just Been
Announced As Splendour Sideshow
Supports

07/05/17 Broadsheet

Sideshow

Music

Monster Fest's Travelling Sideshow
Rolls into Adelaide Cinemas

07/06/17 CNBC

Sideshow

Politics

Op-Ed: G-20 is a sideshow — world
peace and prosperity hinge on G-3

07/06/17 Here And Now

Sideshow

Sideshow

Truevine' Illuminates The World Of
Circus Sideshows

1

1

1

1

1
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07/06/17 KSMU Radio

Sideshow

Sideshow

Truevine' Illuminates The World Of
Circus Sideshows

1

07/06/17 Biography

Sideshow

Sideshow

PT Barnum's Unusual Museum
Attractions

1

1

1

07/06/17 STLtoday.com

Sideshow

Sideshow

The 19th annual World's Largest
Catsup Bottle Festival Birthday Party
& Car Show set for Sunday ...

07/07/17 WBAA

Sideshow

Sideshow

Truevine' Illuminates The World Of
Circus Sideshows

07/07/17 Palisadian Post

Sideshow

Mass Media

Palisadian Tony Jacobs' Fight to
Preserve Book Culture

1

07/07/17 Omny.fm

Sideshow

Mass Media

Sideshow 943 | License Renewal

1

1

1

07/08/17 City Pages

Sideshow

Music

Blue Hazard update bluegrass
tradition with their new album,
'Sideshow'

07/08/17 RTE.ie

Sideshow

Music

Jerry Fish celebrates late bandmate
with new song and video

07/09/17 BuzzFeed News

Sideshow

Sideshow

23 Incredible Vintage Pictures Of
Summertime At Coney Island

07/09/17 ABCNews

Sideshow

Politics

ANALYSIS: A world without US
leadership

07/09/17 Roanoke Times

Sideshow

Sideshow

Cornershot: Fair assignment has its
share of twists, turns

1

1

1

1

1

07/09/17 Allentown Morning Call

Sideshow

Sideshow

REVIEW: David Blaine at Sands
Bethlehem Event Center is like the
punk rock of stage magic

07/09/17 Omny.fm

Sideshow

Mass Media

Sideshow 944 | Jalapeños in Your
Dickhole & Other Stories

1

07/09/17 K-Rock 105.7

Sideshow

Music

Sideshow Meets Buskers

1

1

1

07/10/17 Broadway World

Sideshow

Sideshow

Matt Roper's Burlesque Show
WILFREDO'S WILD RIDE Announces
Tour

07/10/17 Guidelive

Sideshow

Sideshow

Deadly Sins Burlesque and Sideshow
@ Wits End in Dallas

Crime

Project Sideshow: Winnipegger
convicted of trafficking cocaine,
laundering money after 2-year ...

1

Sports

Canelo Álvarez Preps for Triple G,
Calls McGregor-Mayweather a
Sideshow

1

07/11/17 CBC.ca

07/11/17 Men's Journal

Sideshow

Sideshow

391
07/11/17 The Statesman

Sideshow

Politics

Trump-Putin sideshow

07/11/17 hotpress.com

Sideshow

Music

Watch: New video for 'Blue' by Jerry
Fish

07/11/17 Blackpool Gazette

Sideshow

Sideshow

Magic Mark promises a night full of
family fun

1

1

1

1

07/12/17 Dallas News

Sideshow

Politics

Mark Cuban: Texas political
'sideshow' shouldn't keep millennials
away from Dallas

07/12/17 Orlando Sentinel

Sideshow

Mass Media

Universal Orlando simulator ride
review: The Simpsons Ride

07/12/17 Brooklyn Reporter

Sideshow

Sideshow

Coney Island USA boasts over 30
years of programming in Coney

07/12/17 Tripwire Interactive

Sideshow

Mass Media

Summer Sideshow arrives for PS4!

07/13/17 Brooklyn Reporter

Sideshow

Sideshow

Coney Island USA boasts over 30
years of programming in Coney

1

1

1

1

1

1
1

07/13/17 Broadway World

Sideshow

Sideshow

2017 Sideshow Fringe Festival
Gathers Hundreds of Local Artists in
Largest Event Yet

07/13/17 Videogamer

Sideshow

Mass Media

Killing Floor 2 Summer Sideshow out
now on PS4, has a disturbing trailer

1

1

07/13/17 Zee News

Sideshow

Sports

ICC Women's World Cup: Collective
failure reduces Mithali Raj's record
feat tosideshow; India ...

07/13/17 Omny.fm

Sideshow

Mass Media

Sideshow 946 | Grab Bag and Apron
Strings

1

07/14/17 Omny.fm

Sideshow

Mass Media

Sideshow 947 | A Behind the Scene
Look

1

07/14/17 K-Rock 105.7

Sideshow

Music

Sittin' With Sideshow – Fred Penner
“Humility”

1

Sports

Fans Are Utterly Fed Up Of The
Mayweather/McGregor Press
SideshowFollowing New York Antics

1

Mass Media

Overwatch's Seasonal Events Could
Be Even Better With Killing Floor 2's
Model

1

Theatre

Theatre of NOTE presents West Coast
Premiere of WELCOME TO THE WHITE
ROOM

1

07/15/17 Pundit Arena

07/15/17 Game Revolution

07/15/17 Broadway World

Sideshow

Sideshow

Sideshow

392

07/16/17 Salon

Sideshow

Politics

Not so fast, everybody! Despite the
Donald Jr. sideshow, it's way too easy
to blame Putin for ...

1

1

07/16/17 Christian Post

Sideshow

Mass Media

Killing Floor 2' Summer Sideshow
News: Event Lands for Free on
PlayStation 4

07/16/17 HNGnews.com

Sideshow

Sideshow

Welcome to the worldly
Wondertorium

1

07/16/17 SILive.com

Sideshow

Sideshow

Abuzz with art: Scenes from 3 exhibits
at Snug Harbor

1

1
1

1

07/16/17 Scottish Daily Record

Sideshow

Sports

Celtic skipper Scott Brown shrugs of
missile throwing chaos and is just glad
with the victory against ...

07/16/17 Omny.fm

Sideshow

Mass Media

Sideshow 948 | Am I Normal

07/19/17 Northamptonshire Telegraph

Sideshow

Sideshow

Psych-pop, grunge and daredevil acts
at Craufurd Arms

1

07/20/17 Newsbug.info

Sideshow

Sideshow

Sideshow treats audience to
incredible feats

1

07/20/17 New Zealand Herald

Sideshow

Sports

Liam Napier: Quade Cooper's test
career on life support after snub

07/21/17 NewHampshire.com

Sideshow

Sideshow

Ink art

1

Sideshow

From sideshow to art form: Drag
performances have a colorful, long
history in Cincinnati

1

Economy

Why GE's Earnings Report Could be a
Sideshow to Longer-Term
Expectations and Internal Issues

1

07/21/17 Community Newspaper Group Sideshow

Music

Banks takes Astor Theatre mystique
to new heights with Splendour
sideshow

1

07/22/17 WEEI.com

Sideshow

Mass Media

OMF - Why OJ Simpson's parole
hearing was a sideshow. 7-21-17

1

07/22/17 News Talk 650 CKOM

Sideshow

Sports

Darrell Davis: Cancel the Young
sideshow

1

07/22/17 The Indian Express

Sideshow

Sports

Battling Dustin Johnson gone with the
wind

1

07/22/17 Kxel.com

Sideshow

Politics

News Talk 1540 The Real Show or The
Sideshow

07/23/17 TAPinto.net

Sideshow

Sideshow

Kenilworth Public Library Teaches
Kids about Recycling

07/21/17 WCPO

07/21/17 24/7 Wall St.

Sideshow

Sideshow

1

1

1

1
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07/23/17 Omny.fm

Sideshow

Mass Media

Sideshow 951 | The Art of Podcasting

07/24/17 The Tennessean

Sideshow

Sideshow

Sideshow Fringe Festival celebrates
arts with innovative performances

07/24/17 Corvallis Gazette Times (blog)

Sideshow

Politics

Spicer is/was a sideshow … end of
story

1

1

1

1

07/26/17 Illawarra Mercury

Sideshow

Music

Catfish and the Bottlemen's
Splendour sideshow to hit
Wollongong on Tuesday

07/27/17 Glens Falls Post-Star

Sideshow

Sideshow

Shirt Factory to hold musical carnival
and sideshow Saturday

07/27/17 Investing.com UK

Sideshow

Economy

Daimler's Distraction, Sideshow And
Earnings

07/27/17 NT News

Sideshow

Sideshow

NT News reporter previews Sideshow
Alley rides at the Royal Darwin Show

07/27/17 City Index

Sideshow

Economy

Daimler's distraction, sideshow and
some earnings

1

07/27/17 NEWS.com.au

Sideshow

Music

Father John Misty lights up
Melbourne Recital Centre

1

1

1

1

1

1

07/27/17 OnMSFT (blog)

Sideshow

Mass Media

Noted tech analyst says Windows
Phone failure was “avoidable,”
blames in on Microsoft culture

07/28/17 WMDT

Sideshow

Sideshow

Sideshows at the Delaware State Fair
showcase unique exhibits

07/28/17 Broadway World

Sideshow

Theatre

The FRINGE-y 5: BRITT BYRD On Why
She Loves Life On The Fringe

1

07/28/17 Azure Magazine

Sideshow

Art

SIDESHOW

1

07/28/17 Asheville Music Guide

Sideshow

Sideshow

Toybox Theatre w/ Tinderbox Circus
Sideshow

07/28/17 Omny.fm

Sideshow

Mass Media

Sideshow 001 | Breaking Up Blows,
Cheaters Do Too

07/29/17 Crain's Chicago Business

Sideshow

Politics

Rauner's special session a sideshow to
fomenting downstate-Chicago clash

07/29/17 New Zealand Herald

Sideshow

Mass Media

An episode with ... Kelsey Grammar

1

1

1

07/29/17 Out Magazine

Sideshow

Mass Media

Meet Mars Hobrecker: the Trans
Tattoo Artist Helping Queers Take
Control of Their Bodies

07/29/17 Broadway World

Sideshow

Theatre

The FRINGE-y 5: ERIC BUTLER'S
Excellent Adventures on the Fringe

1

1

1

1

1
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07/29/17 expressandstar.com

Sideshow

Sideshow

Your Midlands and Shropshire Am
Dram round-up

1

07/29/17 Viagogo

Sideshow

Sideshow

Hellzapoppin Circus Sideshow Tickets

1

07/29/17 Cult of Monster

Sideshow

Music

MONSTER FEST TRAVELLING
SIDESHOW Perth Dates Announced!

1

07/29/17 K-Rock 105.7

Sideshow

Music

WWE Superstar AJ Styles Sittin' With
Sideshow

1

07/29/17 Meraner Land

Sideshow

Theatre

Theater sideshow in German
language | Raiffeisenhaus Lana

1

07/30/17 The Straits Times

Sideshow

Sports

Miami Clasico just a sideshow with all
eyes on irate Brazilian

1

07/30/17 The Tennessean

Sideshow

Sideshow

Actors Bridge Ensemble's 7th annual
Sideshow Fringe Festival underway

07/30/17 Alpena News

Sideshow

Politics

McCain sums up problems in DC

Sideshow

Dead Flowers Circus-Sideshow @
Smith's Olde Bar-Atlanta

Art

Manufacturing Site of First London
Routemaster Transformed into Arts
Hub

1

Sideshow Vintage Photo Booth
07/31/17 Co.
Sideshow

Mass Media

7-29-17 The Tige Wake UP:
Wakeboard Competition

1

08/01/17 Broadway World

Sideshow

Sideshow

After Hours Cabaret Club Comes to
The Melba Spiegeltent

08/01/17 Go Comedy!

Sideshow

Mass Media

Episode 15: A Beastly Sideshow

1

07/30/17 Atlanta Events - Access Atlanta Sideshow

07/31/17 Archinect

Sideshow

1
1

1

1
1

08/03/17 DC Metro Theatre Arts

Sideshow

Sideshow

Interview: Performers from the
Upcoming 'Atomic Doll Productions
Presents: Shocked and Amazed ...

08/03/17 SILive.com

Sideshow

Sideshow

17 great things you can do this
weekend on Staten Island (updates)

1

1

08/04/17 DC Metro Theatre Arts

Sideshow

Sideshow

Interview: Performers from the
Upcoming 'Atomic Doll Productions
Presents: Shocked and Amazed ...

08/04/17 The American Genius

Sideshow

Mass Media

Google search is getting rid of its most
fun sideshow: Instant Search

08/04/17 Shore News Today

Sideshow

Sideshow

Plan a colorful weekend at the
Wildwood Tattoo Beach Bash

08/04/17 FootballFanCast.com

Sideshow

Sports

Why the Europa League can't just be a
sideshow for Everton

1

1

1

1
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Blue Virginia (press release)
08/04/17 (blog)

Sideshow

Politics

Danica Roem Raises $113k in July in
Campaign to Unseat Anti-LGBT Bigot,
Del. “Sideshow Bob ...

08/04/17 Broadway World

Sideshow

Theatre

The FRINGE-y 5: DIEGO GOMEZ On
Being Led to The Fringe

1

08/04/17 Economic Times

Sideshow

Mass Media

Next big leap for Apple and iPhone? Augmented reality

1

1

1

1

08/04/17 Las Vegas Weekly (blog)

Sideshow

Theatre

Even in a city full of Cirque, the
guileless and charming 'Circus 1903'
stands apart

08/04/17 Bristol Observer (registration)

Sideshow

Art

Bristol will get 'Ink'ed up in upcoming
museum exhibit

08/04/17 Fox Business Video

Sideshow

Politics

White House 'circus' is a sideshow
right now, not disturbing markets

1

1

1

1

1

1

1

Bristol Herald Courier (press
08/05/17 release) (blog)

Sideshow

Sideshow

Short Takes: Border Bash, Circus
Sideshow, and Jimmy and The
JawBones

08/05/17 DCist.com

Sideshow

Sideshow

You Will Be 'Shocked & Amazed!' By
Atomic Doll's Sideshow At Bier Baron

Politics

Pa. Dems' ethics filing against Barletta
is a sideshow from the bigger issues |
Editorial

Theatre

The FRINGE-y 5: MATTHEW
MARCUM's Existential Take on The
Fringe

1

Art

Manufacturing site of first London bus
in Forest Road, Walthamstow set to
be transformed by ...

1

08/05/17 PennLive.com

08/05/17 Broadway World

East London and West Essex
08/05/17 Guardian Series

Sideshow

Sideshow

Sideshow

08/05/17 DC Metro Theatre Arts

Sideshow

Sideshow

Interview: Performers from the
Upcoming 'Atomic Doll Productions
Presents: Shocked and Amazed ...

08/06/17 Omny.fm

Sideshow

Mass Media

Sideshow 954| Meaningful vs Happy

1

08/07/17 CBS Sacramento

Sideshow

Car Show

Sideshow Organizers Receive Permit,
Making It Legal

1

08/07/17 Omaha World-Herald

Sideshow

Mass Media

During solar eclipse, some animal
antics may be a quirky sideshow

1

08/07/17 Welland Tribune

Sideshow

Sideshow

Musuem celebrates Canal Days with
free admission

1

08/07/17 Mackay Daily Mercury

Sideshow

Sideshow

Booming crowds hit Sarina for annual
show

1

1
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08/08/17 Albany Democrat Herald

Sideshow

Politics

Mailbag: White House a circus
sideshow (July 30)

08/09/17 Chinook Observer

Sideshow

Sideshow

Perfectly imperfect birthday party

08/10/17 EJ Insight

Sideshow

Politics

Tawang crisis just a sideshow amid
China-India rivalry

08/10/17 iNVEZZ

Sideshow

Economy

Standard Life share price: Results
seen as 'sideshow' ahead of merger

1

08/10/17 Change.org

Sideshow

Music

Queremos sideshow de HAIM en
Argentina!

1

Music

Electric Picnic 2017 | Jerry Fish
Electric Sideshow stage line-up
announced including the Strypes ...

1

1

08/11/17 the Last Mixed Tape

Sideshow

1

1

1

1

1

08/11/17 Leinster Leader

Sideshow

Music

Jerry Fish set to return to Electric
Picnic with his renowned 'Electric
Sideshow'

08/11/17 CBS Las Vegas

Sideshow

Sideshow

Candy Carnival Sets Up In Downtown
Container Park

08/11/17 Electric Picnic

Sideshow

Music

Line up announced for the Jerry Fish
Electric Sideshow

1

08/12/17 SwimSwam

Sideshow

Sports

Cliff Diving: From Sideshow To
Olympic Hopeful

1

1

1

08/12/17 Mirror.co.uk

Sideshow

Mass Media

"It's a sick sideshow": Princess Diana's
former bodyguard slams plans to put
£10m death car on ...

08/12/17 Echo

Sideshow

Sports

Small keen not to get sidetracked by
Parkside sideshow at Aveley

1

08/12/17 Rio Linda Online

Sideshow

Car Show

Evans Towing to Receive Major Fines
for Sideshow Violations

1

08/12/17 Shore News Today

Sideshow

Sideshow

A riot of color at Wildwood Tattoo
Beach Bash through Sunday, Aug. 13

08/12/17 Meath Chronicle

Sideshow

Music

An antidote to the misery of the
world

08/12/17 Seven Days

Sideshow

Sideshow

Tinderbox Circus Sideshow

TheaterJones Performing Arts
08/13/17 News

Sideshow

Theatre

Review: The Great American
Sideshow | Cry Havoc Theater
Company and Kitchen Dog Theater ...

08/13/17 New Zealand Herald

Sideshow

Politics

Editorial: Fight for te reo may prove
an election sideshow

1

1
1

1

1

1
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08/13/17 Daily Star

Sideshow

Politics

Plans to put Princess Diana death car
on museum display branded 'sick
sideshow'

08/14/17 Patch.com

Sideshow

Car Show

Newark Sideshow Ends In Arrest,
Vehicle Impounded

1

1

1

08/14/17 Southport Visiter

Sideshow

Sideshow

We look back at when a great British
tradition first came to Southport - in
the 1800s

08/16/17 The American Interest

Sideshow

Politics

After the Health Care Sideshow

08/16/17 Omny.fm

Sideshow

Mass Media

Sideshow 957 | Behind the Scenes

1

08/17/17 Berkeleyside

Sideshow

Mass Media

Bites: Cheese Board, Anthony's
Cookies, Sideshow, more

1

Theatre

New Immersive 1930s Sideshow
CURIOSITIES Coming to NYC This
October

08/17/17 Broadway World

Sideshow

1
1

1

1

08/17/17 Descrier

Sideshow

Politics

Envoys' views on Brexit are a
sideshow: what matters is what the
government does next

08/17/17 Shore News Today

Sideshow

Sideshow

A riot of color at Wildwood Tattoo
Beach Bash

1

1

1

1

1

08/17/17 Fox Sports

Sideshow

Sports

Conor McGregor's former sparring
partner unleashes on the UFC star's
'cult-like' fanbase

08/18/17 Hoodline

Sideshow

Car Show

Get Burgers And More At North
Oakland's New 'Sideshow'

1

1

1

1

1

1

1

1

08/18/17 teleSUR English

Sideshow

Politics

Economic War With China is
Everything,' North Korea a 'Sideshow':
White House Chief Strategist

08/18/17 The Times

Sideshow

Politics

Steve Bannon: Korea 'sideshow' has
stalled US trade war with China

08/18/17 EtNow.com

Sideshow

Sideshow

Bandit Lites Assists Nashville
Sideshow Fringe Festival

1

08/18/17 Las Vegas Review-Journal

Sideshow

Sideshow

Head downtown this week for Third
Thursday, candy carnival

1

08/18/17 Daily Nation

Sideshow

Politics

US in 'economic war' with China, says
Trump strategist Bannon

08/18/17 The West Australian

Sideshow

Sideshow

Tom Price celebrates vintage style

Journalducameroun.com English - (press release)
08/18/17 (registration)

Sideshow

Politics

US in 'economic war' with China, says
Trump strategist Bannon

1

398

08/19/17 Bloomberg

Sideshow

Politics

This Asset Manager Says UK
Consumer Debt Bigger Challenge
Than Brexit

08/19/17 Taipei Times

Sideshow

Politics

US, China are engaged in 'economic
war': Bannon

1

1

1

1

08/19/17 Tipperary Star (registration)

Sideshow

Music

Platinum selling Jerry Fish joins The
Blizzards for Happy Days festival in
Nenagh

08/19/17 Asharq Al-awsat English

Sideshow

Politics

US Locked in 'Economic War with
China'

1

1

08/19/17 Korea Times

Sideshow

Politics

Trump aide's remarks confuse Seoul
over N. Korea

1

1

08/20/17 THE BUSINESS TIMES

Sideshow

Politics

Pyrford says Brexit is sideshow,
consumer debt bigger challenge

1

1

08/20/17 THE BUSINESS TIMES

Sideshow

Politics

Brexit is sideshow, consumer debt
bigger challenge: Pyrford

1

1

1

Ralph's Diner Tickets 08/20/17 Ticketleap

Sideshow

Sideshow

Tinderbox Circus Sideshow & FBW
(The Federation Of Belligerent
Writers)

08/21/17 NEWS.com.au

Sideshow

Mass Media

Ekka becomes sideshow to
newlyweds - News.com.au

08/21/17 The Canberra Times

Sideshow

Politics

It's farcical': Dual citizenship sideshow
has man in street calling for change

1

1

08/21/17 Quad-Cities Online

Sideshow

Politics

Editorial: Tell lawmakers, skip
sideshows, fix formula

1

1

08/21/17 KRON4.com

Sideshow

Sideshow

Olaf the Giant Viking Returns After
130 Years

08/21/17 Tulsa People

Sideshow

Music

Sideshow Drifters

1

08/22/17 ForexLive

Sideshow

Sports

USD/JPY is the main attraction,
everything else is a sideshow

1

1

1

1

1

Belleville News-Democrat
08/22/17 (blog)

Sideshow

Sports

Enough, MLB, with the silly
promotions. I don't want to watch the
St. Louis Cardinals play the ...

08/22/17 Truro Daily News

Sideshow

Mass Media

Solar sideshow is today

1

1

08/23/17 FOXSports

Sideshow

Sports

Colin believes Odell Beckham Jr. has
become too much of a sideshow for
the Giants

08/23/17 Minnesota Public Radio News

Sideshow

Sideshow

When sideshows ruled state fairs

1

399

08/23/17 WKNO FM

Sideshow

Politics

Louise Linton Said She 'Sacrifices'
More Than Other Taxpayers. It's Not
That Simple.

08/23/17 Sports Radio 850

Sideshow

Sports

Has Odell Beckham Jr. become too
much of a sideshow?

1

Art

Architectural “sideshow” to run
alongside the Chicago Architecture
Biennial

1

1

1

08/24/17 The Architect's Newspaper

Sideshow

1

08/24/17 Riot Fest

Sideshow

Sideshow

The Govna' Talks About Hellzapoppin
Circus Sideshow And How Riot Fest
Accidentally Booked Him

08/25/17 News 12 Brooklyn

Sideshow

Sideshow

Students graduate from Coney Island
Sideshow School

08/25/17 News Talk 650 CKOM

Sideshow

Sports

Jamie Nye: Saturday should be more
show and less sideshow

08/25/17 Bahamas Tribune

Sideshow

Politics

Union: Bpl Suspensions A Sideshow

08/25/17 Cowra Guardian

Sideshow

Music

Sideshow fun will continue this year

Politics

The power of storytelling: 'Mr. Burns'
pushes past apocalypse in production
at LBCC

1

1

1

1

08/25/17 Albany Democrat Herald

Sideshow

1
1

1
1

08/25/17 Yorkshire Evening Post

Sideshow

Politics

Leeds Rhinos Jury: Mac's non-use of
substitutes is becoming more than
asideshow

08/25/17 Omny.fm

Sideshow

Mass Media

Sideshow 961 | Office Talk

1

08/26/17 Irish Examiner

Sideshow

Sports

Aidan O'Shea sideshow focus a
mistake

1

08/26/17 The Straits Times

Sideshow

Sports

Stay clear of the circus sideshow that
is Mayweather-McGregor

1

1

08/26/17 Baltimore Sun

Sideshow

Art

Circus traditions, superstitions, and
overall history explored in McDaniel
College exhibit

08/26/17 News 12

Sideshow

Sideshow

Students graduate from Coney Island
Sideshow School

08/27/17 The Weekly Standard

Sideshow

Politics

Is Trump Gearing Up for a Trade War
With China?

08/27/17 Newsday

Sideshow

Sideshow

Twisted Circus and Cabaret brings
vaudeville to Patchogue

1

08/27/17 Perfect Duluth Day

Sideshow

Sideshow

Tinderbox Circus Sideshow

1

1

1

1

400

08/28/17 Rugby.com.au

Sideshow

Sports

One Percenters: Bledisloe Cup
technology sideshow

1

1

08/28/17 Herald Scotland

Sideshow

Sports

Return of Sharapova is sideshow
compared to eight-way battle to be
leading lady

08/30/17 Politico

Sideshow

Politics

Melania's stiletto sideshow

08/30/17 OCRegister

Sideshow

Sports

Whicker: Sideshow moves on and
Golovkin finally has an occasion, plans
to rise

08/30/17 Madison.com

Sideshow

Politics

Nancy Gunder: Donald Trump a
sideshow to real damage

Sports

Whicker: Sideshow moves on and
Golovkin finally has an occasion, plans
to rise

08/30/17 Long Beach Press Telegram

Sideshow

08/30/17 TVNZ

Sideshow

Politics

National and Labour hoping Winston
Peters' pension sideshowwon't
overshadow policy ...

08/30/17 Stockton Record

Sideshow

Car Show

911 calls (Aug. 29, 2017)

08/30/17 ChicagoNow (blog)

Sideshow

Politics

Donald Trump heads to Missouri to
fleece the working poor again

08/30/17 Central Western Daily

Sideshow

Mass Media

Flour throwing, wood chopping and
more at the Manildra Show

1

1

1

1

1

1

1

1
1

1

1

1

08/30/17 Broadway World

Sideshow

Sideshow

17th Annual Coney Island Film
Festival to Hit the Shores This
September

08/30/17 Omny.fm

Sideshow

Mass Media

Sideshow 962 | Solo Trip

09/01/17 Worcester Telegram

Sideshow

Sideshow

Tinderbox Circus Sideshow comes to
Ralph's Sept. 1

09/01/17 The South Burnett Times

Sideshow

Mass Media

Entertainment a-plenty at the Wondai
Show

1

09/01/17 Omny.fm

Sideshow

Mass Media

Sideshow 964 | Feelin Good

1

09/01/17 Do512

Sideshow

Music

El Tule / Peligrosa / Sideshow Tragedy

1

09/02/17 Delish.com

Sideshow

Mass Media

There's Half A Dozen Desserts Hidden
In These Towering 'Sideshow Shakes'

1

09/02/17 Realscreen

Sideshow

Mass Media

Sideshow Studios on the virtues of
the virtual pilot

1

Music

Live Photos: The Others Way Festival
Hamilton Sideshow - Nivara Lounge,
Hamilton

1

09/02/17 Undertheradar (press release) Sideshow

1

1
1

1

401

09/02/17 Yahoo Sports

Sideshow

Sports

Video: Why the Mets should call up
Tim Tebow

09/02/17 Brooklyn Daily

Sideshow

Sideshow

The best of the rest of the fest

1

09/03/17 Toowoomba Chronicle

Sideshow

Sideshow

10 top things to do at carnival's
opening weekend

1

1

1

09/04/17 Designboom

Sideshow

Graphic Design

blackhorse workshop's 'SIDESHOW'
installation is influenced by london
routemaster bus

09/04/17 Stockton Record

Sideshow

Car Show

5 arrested in Stockton sideshow
crackdown

1

1

09/04/17 River Cities Reader

Sideshow

Art

Sideshow' New Works by David
Balluff at Rozz-Tox, Opening
September 8

09/04/17 The Zimbabwe Standard

Sideshow

Politics

Zodwa Wabantu an unwanted
sideshow

1

1

09/07/17 Real Change News

Sideshow

Politics

Director's Corner: The Lenin statue
debate is a side show

1

1

09/07/17 NJ.com

Sideshow

Sideshow

Thousands expected at Inked Out
Tattoo Convention in Secaucus

09/07/17 Liquipedia - TeamLiquid

Sideshow

Sports

Sideshow

1

09/07/17 Omny.fm

Sideshow

Mass Media

Sideshow 965 CHICAGO

1

09/08/17 Broadway World

Sideshow

Theatre

LA SOIREE Hits London's West End at
the Aldwych Theatre

1

09/08/17 Independent Australia

Sideshow

Politics

Julie Bishop to help promote African
uranium with zombie miner

09/09/17 Brooklyn Daily

Sideshow

Sideshow

Winning by a whisker: Coney Island's
annual mustache competition

1

09/09/17 CBS New York

Sideshow

Sideshow

Happenings, September 8

1

Sports

Eyes will be on NBC as it follows
sideshow between Roger Goodell,
Patriots fans

1

1

09/09/17 Sporting News

Sideshow

1

1

1

09/09/17 Aberdeen Evening Express

Sideshow

Sports

Aberdeen boss insists things won't go
oval-shaped in Premiership clash with
Hearts at Murrayfield

09/09/17 Omny.fm

Sideshow

Mass Media

Sideshow 966 | Hurricanes and
Cruises

1

Sports

9/9 WrestleCircus in Texas results:
EC3 vs. Brian Cage, Sammy Guevara
vs. Jay White, Keith Lee ...

1

09/11/17 ProWrestling.net

Sideshow

402

09/12/17 Duluth Reader

Sideshow

Sideshow

Tinderbox, Sideshow Circus, Heaven's
Gate Away Team, Wood...

09/13/17 Metro Newspaper UK

Sideshow

Sports

Gladiators, ready! Argentine side's
show of strength falls flat in cup exit

1

Theatre

CMAP's Fall Lineup to Feature
National Theatre of Ghana, Puppet
CircusSideshow, DFFF, And More

1

Theatre

Hydzick, Ewoldt and Cortez Lead All
Star Cast Of McCallum Theatre's
WEST SIDE STORY Concert

1

Politics

JPMorgan Chief Admits CEOs Quitting
Trump's Business Councils Was
ASideshow

Sports

Golovkin v Álvarez: the real deal after
the Mayweather v McGregor
sideshow

1

1

09/13/17 Broadway World

09/13/17 Broadway World

09/14/17 HuffPost

09/14/17 The Guardian (blog)

Sideshow

Sideshow

Sideshow

Sideshow

1

1

1

09/14/17 Los Angeles Times

Sideshow

Mass Media

NASCAR's circus sideshow hijacks
prelude to Cup chase for
championship

09/14/17 Financial Times

Sideshow

Mass Media

Apple Park puts on sideshow for
geeks and style freaks

1

09/14/17 99.7 NOW!

Sideshow

Mass Media

Fernando And Greg's Side Show
Podcast (09.13.17)

1

1
1

09/14/17 NXP Semiconductors

Sideshow

Mass Media

(ARCHIVED) i.MXS Development Kit
using Windows Vista™ SideShow
Platform

09/14/17 Omny.fm

Sideshow

Mass Media

Sideshow 968 | After the Fight

09/14/17 Ticketfly

Sideshow

Sideshow

Tinderbox Circus Sideshow

09/15/17 The West Australian

Sideshow

Politics

Sideshow no laughing matter

09/15/17 The Star Online

Sideshow

Mass Media

Daimler's smart-car song dances
around self-driving challenges

1

09/15/17 Konbini

Sideshow

Mass Media

The Simpsons' Season Premiere To
Pay Tribute To 'Game of Thrones'

1

1
1

09/16/17 The Chattanoogan

Sideshow

Music

“A Side Show Of The Big Show” Chattanooga According To Sam
Watkins

09/16/17 Omny.fm

Sideshow

Mass Media

Sideshow 969 | Music Legends

09/17/17 TribDem.com

Sideshow

Sideshow

Different kind of circus' coming to UPJ

1
1

1

1
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09/17/17 The Star, Kenya

Sideshow

Politics

Uhuru tells MP Wambugu to
withdraw petition against Maraga

1

1

1

09/17/17 Feed Nova Scotia

Sideshow

Sports

Three weeks ago, the sideshow that
was the Floyd Mayweather vs. Conor
McGregor boxing match ...

09/18/17 KSAT San Antonio

Sideshow

Music

East Side shows support for daycare
after being burglarized

1

1

09/18/17 ScreenAnarchy (blog)

Sideshow

Music

Toronto 2017 Review: INDIVISIBLE,
The Pain and Joy of Constant
Companionship

09/19/17 CBS Detroit

Sideshow

Sports

Ausmus Wary Of Creating “Sideshow”
With Romine Experiment

1

09/19/17 Bloomberg

Sideshow

Economy

Retailers' Inflation Sideshow

1

09/19/17 TLC.com

Sideshow

Sideshow

History of the Circus Sideshow

09/21/17 Globalnews.ca

Sideshow

Politics

Scott Thompson: Trump circus side
show steals his own thunder

09/21/17 Omny.fm

Sideshow

Mass Media

Fernando and Greg Side Show
09.20.17

09/22/17 Cleveland Scene Weekly

Sideshow

Sideshow

House of Blues Announces Details for
Annual Carnival of Horrors

1

New Baltimore Voice
09/22/17 Newspapers

Sideshow

Sideshow

St. Clair County library celebrations
offer family fun

1

09/22/17 Omny.fm

Sideshow

Mass Media

Sideshow 971 | This business
ACTUAL SIDESHOW MENTIONS PAST
AND PRESENT SUM

1

1

1

1

1

256

209

687

Mass
Media
Real
All
Sideshow Politics Other

404

Date

Source Name

Mass
Media
Real
All
Freakshow Sports Other

Word

Category

Headline

09/23/16 The Guardian

Freakshow

Politics

Voters may back Corbyn's policies. But they
won't accept a freakshow

09/23/16 Enterntainment Wkly

Freakshow

How American Horror Story: Roanoke connects
Mass Media to Freak Show

1

09/23/16 Orlando Sentinel

Freakshow

Halloween Horror Nights haunted houses:
Mass Media What to know before you go

1

09/24/16 The Wrap

Freakshow

American Horror Story': How Are 'Roanoke'
Mass Media and 'Freak Show' Linked?

1

09/24/16 Huffington Post

Freakshow

This 'AHS' Character Connects 'Roanoke' To
Mass Media 'Freak Show' In The Scariest Way

1

09/24/16 Yahoo Finance

Freakshow

This “Freak Show” favorite is coming back for
Mass Media “American Horror Story: Roanoke”

1

09/24/16 Boston Calendar

Freakshow

Mass Media Halloween Freak Show!

1

09/24/16 Ticketfly

Freakshow

Sports
Comedy

1

09/24/16 Space

Freakshow

Roanoke Has A Surprising Connection To Freak
Mass Media Show's Dandy Mott On American Horror Story

1

09/25/16 Zap2it

Freakshow

AHS': What if Dandy Mott and Bloody Face
Mass Media were brothers?

1

International Business
09/25/16 Times
Freakshow

When Will 'American Horror Story' Season 5 Be
Available On Netflix? Look For Clues
Mass Media Connecting ...

1

09/26/16 The Christian Times

Freakshow

American Horror Story' season 6 news: Huge
twist, connection to 'Freak Show' to be
Mass Media revealed

1

09/27/16 Comicbook.com

Freakshow

American Horror Story: Roanoke' Is Directly
Mass Media Connected To 'Freak Show'

1

09/28/16 Forbest

Freakshow

Economy

European 'Freak Show' Deutsche Bank Could
Crush Emerging Markets

09/28/16 Richmond.com

Freakshow

Politics

Editorial: Clinton-Trump debate resembled
carnival freak show

1

09/28/16 MMAmania.com

Freakshow

Sports

UFC205:'Used'Khabib Nurmagomedov blasts
UFC as 'freak show

1

09/28/16 Gay News Network

Freakshow

Freakshow

Welcome to the freakshow: Side Show comes
to the Hayes

1

Freakshow Wrestling Funnybones vs. Cody
Rhodes

1

1

405

Economy

US Freak Show Makes Developing World Look
Boring

1

International Business
09/28/16 Times AU
Freakshow

Mass
Media

American Horror Story' season 6 spoilers:
Roanoke storyline's direct link to 'Freak Show;'

1

09/29/16 Daily Star

Freakshow

Mass
Media

American Horror Story's Sarah Paulson reveals
weirdest role – surely it wasFreak Show?

1

09/30/16 Bustle

Freakshow

Mass
Media

American Horror Story: Roanoke' Is Going To
Reveal The Origins Of 'Freak Show's Dandy

1

09/30/16 Yahoo Sports

Freakshow

Sports

Freak Show Pod: Dwayne Washington set to
march into Chicago

10/02/16 Inquistir

Freakshow

Mass
Media

American Horror Story' Season 6 Episode 4
Spoilers: The Return Of Dandy Mott

10/03/16 SECcountry.com

Freakshow

Sports

Posterized: Kentucky walk-on serves as prop in
Malik Monk's first freak show

PR Newswire (press
10/03/16 release)

Freakshow

Wine

Michael David Releases A Second "Freak"

1

10/03/16 Bustle

Freakshow

Mass
Media

Evan Peters Could Play A Mott On 'American
Horror Story: Roanoke' & It Would Make A Ton
Of Sense

1

10/03/16 FX Newscall

Freakshow

Mass
Media

AHS Season 6: Does Dandy Mott Have To
Return?

1

10/03/16 MyFonts

Freakshow

Typography Script similar to Carnivalee Freakshow

10/05/16 SmilePolitely

Freakshow

Freakshow

Opening night of the Freak Show & The Haunt
at Bonesaw Mill

10/05/16 Yahoo Canada Sports

Freakshow

Sports

Freak Show Pod: Is waiver target Inman only a
bolt from the blue?

10/05/16 ShankenNews Daily

Freakshow

Wine

Exclusive news and research on the wine,
spirits and beer business

Sports

Yahoo Freak Show Podcast: Green light on the
Eagles?

09/28/16 Frontera News

Freakshow

10/06/16 Yahoo Sports

1

1

1

1

1

1

1

1

1

1

1

1

10/06/16 Inquistir

Freakshow

Mass
Media

American Horror Story: Roanoke': Expect The
Motts And Disembowelment In Episode 4

1

10/07/16 Cinema Blend

Freakshow

Mass
Media

How American Horror Story: Roanoke Tied To
Freak Show

1

10/07/16 Zap2it

Freakshow

Mass
Media

AHS: Roanoke' gives a brief glimpse into Dandy
Mott's backstory

1

10/07/16 JOE.co.uk

Freakshow

Sports

5 freakshow fights that would absolutely
annihilate every UFC PPV record

1

1

406

10/08/16 POPSUGAR

Freakshow

Mass
Media

How Did American Horror Story Roanoke
Connect to Freak Show?

1

10/08/16 Entertainment Focus

Freakshow

Music

Dean Brody to release Beautiful Freakshow this
month

1

10/08/16 Yahoo Canada Sports

Freakshow

Sports

Fantasy Freak Show Pod: Week 5 sleepers
include Coates, Hogan

10/08/16 OC Weekly

Freakshow

Politics

Anaheim Police Chief's Prop. 64 "Workshop"
Really a Reefer Madness Freak Show

1

10/08/16 WAtoday

Freakshow

Politics

A Trumped up guide to workplace freak shows

1

10/09/16 Santa Cruz Sentinel

Freakshow

Sports

Freakshow' replaces 2016 Coldwater Classic
surf contest

10/11/16 Den of Geek UK

Freakshow

Mass
Media

American Horror Story season 6: Roanoke
Chapter 4 review

10/11/16 SeatGeek

Freakshow

Freakshow RedBull Halloween Freak Show

10/12/16 The Australian

Freakshow

Politics

Hillary Clinton versus Donald Trump II was a
debased freak show

1

1

1

1

1

1

1
1

10/11/16 AlterNet

Freakshow

Politics

Trump's Reality Freak Show Rise Is Totally
Television Dependent—but TV May Be His
Demise as ..

10/13/16 MyStatesman.com

Freakshow

Politics

John Young: Ratings problem for GOP's freak
show

1

10/14/16 Huffington Post

Freakshow

Mass
Media

Here's How 'American Horror Story: Roanoke'
Fits Into 'Freak Show'

1

10/14/16 Spectator.co.uk

Freakshow

Politics

Britain has no reason to be smug about Trump

1

10/15/16 A Younger Theatre

Freakshow

Mass
Media

London Horror Festival Review: Fred
Strangebones Freakshow, The Old Red Lion

1

10/15/16 Herald & Review

Freakshow

The Freakshow and the Haunt at Bonesaw Mill
Freakshow in Champaign

10/16/16 London Free Press

Freakshow

Music

BC-raised country star Dean Brody returns to
London to meet his fans

10/18/16 Yahoo Canada Sports

Freakshow

Sports

Fantasy Freak Show Podcast: What's wrong
with the Packers?

1

1

10/19/16 Yahoo Sports

Freakshow

Sports

Fantasy Freak Show Pod: Jamaal Charles or
Spencer Ware?

1

1

10/19/16 TV Line

Freakshow

Mass
Media

American Horror Story: Ryan Murphy Reveals
Roanoke Twist, Hints at Next Season's Freak
Show ...

1

10/19/16 The NewsPress

Freakshow

Wine

Wine column: No tricks, these wines are treats

1

1

1

407
Ryan Murphy Teases What's Ahead in
American Horror Story: Roanoke; Season 7
Theme WILL Be .

1

10/19/16 Dread Central

Freakshow

Mass
Media

10/20/16 BuzzFeed News

Freakshow

Politics

The 2016 Election Really Is Just A Freak Show

1

10/20/16 KBIA

Freakshow

Politics

Commentary: A Front Row Seat to America's
Freak Show

1

10/20/16 Yahoo News

Freakshow

Sports

Fantasy Freak Show Podcast: Did you really
want Knile Davis?

10/20/16 Inquistir

Freakshow

Mass
Media

American Horror Story' Season 7 News: Theme
Will Not Be Kept A Secret, Plus, More 'AHS'
Links .

1

10/20/16 Digital Spy

Freakshow

Mass
Media

American Horror Story season 7 theme is not a
secret

1

Morganton News
10/20/16 Herald

Freakshow

Freakshow Local haunted mill open for Halloween season

1

10/20/16 WEAA

Freakshow

Kidnapped, Then Forced Into The Sideshow:
Freakshow The True Story Of The Muse Brothers

1

10/21/16 Nerdist

Freakshow

Mass
Media

How AMERICAN HORROR STORY: ROANOKE
Connects with COVEN andFREAK SHOW

10/21/16 Yahoo Sports

Freakshow

Sports

Fantasy Freak Show Pod: Deciphering muddy
backfields in BUF, DEN, GB

10/21/16 24 Hours Vancouver

Freakshow

Music

24 Seconds with Dean Brody

10/21/16 New Republic

Freakshow

Freakshow The Muses Talk Back

10/22/16 Fox Illinois

Freakshow

Sneak Peak Into “Freak Show” Voted Top Most
Freakshow Intense Haunted House In Central Illinois

Freakshow

Mass
Media

Home Culture Leonardo DiCaprio Secures
Rights to Book About Black Brothers Kidnapped
for

International Business
Freakshow
10/22/16 Times UK

Politics

Donald Trump's campaign is ugly - but it's
working

10/25/16 IrishCentral

Freakshow

Terrifying Halloween Dublin freak show looks
Freakshow Bleedin' Deadly

10/25/16 Yahoo Sports

Freakshow

Sports

Fantasy Freak Show Pod: Pinpointing woes of
Robinson, Maclin

1

1

10/25/16 KicksOnFire.com

Freakshow

Sports

Von Miller's Freak Show Cleats Will Send A Chill
Down Your Spine

1

1

10/26/16 WSPA .com

Freakshow

Music

WIN TICKETS to the Freakshow Party at Revel!

10/22/16 Atlanta Black Star

1

1

1

1

1
1

1

1

1

1

1

1
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Binghamton
10/26/16 University Pipe Dream

Art

Black Dance Repertoire awes with 'Circus:
Freak Show'

KWLM (Willmar
10/27/16 Radio)

The Zombie Freak Show returns to the
Freakshow Kandiyohi County Fairgrounds

1

1

10/27/16 AdVantage News

Freakshow

Sports

Bethalto Bulls “freakishly” good in Las Vegas

10/27/16 Chimes

Freakshow

Mass
Media

“Halloween Horror Nights” realizes cinematic
nightmares

10/28/16 Frederick News Post

Freakshow

The freak show's coming to town: CoffinBox
Freakshow Circus Sideshow to perform at Cafe 611

10/28/16 The Missoulian

Freakshow

Theatre

Rocky Horror Live': Running away with the
freak show for a 5th year

10/28/16 OurLondon.ca

Freakshow

Music

Brody's softer side a highlight of Freakshow

10/28/16 Santa Maria Times

Freakshow

Sports

Two local wrestlers place at nationals

10/28/16 The Upcoming

Sideshow

Sideshow

Side Show at Southwark Playhouse | Theatre
review

10/29/16 Inquistir

Freakshow

Mass
Media

American Horror Story: Roanoke': Did Dominic
Just Reveal A Link To 'Freak Show' In Episode
7?

1

Fort Wayne Journal
10/30/16 Gazette

Freakshow

Sideshow

Couple make holiday a circus freak show

1

10/31/16 The Province

Freakshow

Music

Dean Brody's trail in life brings him to Beautiful
Freakshow, tears in beer be damned

1

10/31/16 The Sentry

Freakshow

Freakshow The Fear of the Freak Show

10/31/16 Edmonton Journal

Freakshow

Music

Dean Brody's trail in life brings him to Beautiful
Freakshow, tears in beer be damned

1

11/01/16 Edmonton Journal

Freakshow

Music

Dean Brody brings his Freakshow to Edmonton

1

11/01/16 West Central Tribune

Freakshow

Freakshow Deegers Freak Show haunted house

11/01/16 Parent Herald

Freakshow

Mass
Media

American Horror Story' New Season Crossover
Between 'Coven' and 'Murder House'
According to ...

1

11/02/16 Abbotsford News

Freakshow

Music

Dean Brody brings Beautiful Freakshow to
Abbotsford

1

11/03/16 Ticketmaster

Freakshow

Music

Dean Brodys Beautiful Freakshow Tour 2017
Tickets

1

11/03/16 Sudbury.com

Freakshow

Music

Dean Brody tour to hit Sudbury on May 3

1

11/06/16 Boston Herald

Freakshow

Sports

A freak show in store in Breeders' Cup Classic

1

1

1

1

1
1

1

1

1

1

1

1
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11/08/16 Yahoo Sports

Freakshow

Sports

Fantasy Freak Show Pod: What players deserve
your vote rest of season?
Video: Far-Right Freak Show in Leesburg Last
Night – and That Was Even BEFORE Trump
Spoke

1

1

1

1

1

1

11/08/16 Blue Virgina

Freakshow

Politics

11/08/16 TheJambar.com

Freakshow

Black Lace & Burlesque Celebrates One Year
Freakshow Anniversary With Halloween “Freakshow”

11/11/16 Washington Post

Freakshow

Sports

UFC's climb, 23 years to the day, from 'freak
show' to one of sport's most sacred stages

11/11/16 Georgia College News Freakshow

Theatre

Pride Alliance presents: Freak Show

11/11/16 Hamilton News

Freakshow

Sports

UFC's climb from 'freak show' to one of sport's
most sacred stages

11/15/16 Mirror.co.uk

Freakshow

Politics

Donald Trump gets the freak show on the road:
Mirror Politics morning briefing

1

11/17/16 US Weekly

Freakshow

Mass
Media

Here's Why 'American Horror Story: Roanoke'
Fans Are Freaking Out About the Finale's
'Asylum ...

1

11/18/16 Yahoo Sports

Freakshow

Sports

Fantasy Freak Show Podcast: Will Marvin Jones
finally rev his engine?

11/18/16 Vulture

Freakshow

Mass
Media

How All 6 Seasons of AHS Are Connected

1

11/19/16 Revelist

Freakshow

Mass
Media

Dr. Phil's Shelley Duvall interview reveals our
'freak show' approach to mental illness

1

11/19/16 Inverse

Freakshow

Mass
Media

Painful Predictions for Season 7 of 'American
Horror Story'

1

11/19/16 Champions.com

Freakshow

Sports

My Son Is Looking Toward the Future and It
May Include the Olympics

11/29/16 Yahoo7 News

Freakshow

Mass
Media

I was a freak show': Maligned octomum turns
life around

1

11/29/16 NEWS.com.au

Freakshow

Mass
Media

Octomom admits to the reason why she turned
her back on stripping for a living

1

11/29/16 Econotimes

Freakshow

Mass
Media

American Horror Story Season 7 Explores
Deeper Mythologies Return of SeveralFreak
Show ...

1

11/29/16 MMA Insight

Freakshow

Sports

Rizin Announce Absurd Freak Show Fight With
Gabi Garcia

11/29/16 MStarsNews

Freakshow

Mass
Media

American Horror Story' Season 7 Spoilers: Ryan
Murphy Says All Characters are Connected?

1

1

1

1

1

1

1

1

1

1
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12/01/16 Yahoo Sports

Freakshow

Sports

Freak Show Podcast: Bears, Cousins, injured
stars, obligatory Kaepernick

12/02/16 Transitions Online

Freakshow

Mass
Media

Belarusian Pre-Selections for Eurovision 2017:
Contest or Freak Show?

12/03/16 MyNewsLA.com

Freakshow

Top 10 really fun weekend adventures: Mac
Freakshow and Cheese, Daft Punk, Freak Show

12/03/16 Herald Sun

Freakshow

Mass
Media

Daniel Johns snapped stumbling shirtless,
lipstick smeared across his mouth

1

12/03/16 The Advertiser

Freakshow

Mass
Media

Daniel Johns' public Freak Show

1

12/03/16 Crtv.com

Freakshow Politics

EP97 | DNC Freak Show Highlights | Michelle
Obama is no Ronald Reagan

1

12/03/16 Crtv.com

Freakshow

Politics

EP96 | DNC freak show | Debbie Wasserman
Schultz resigns | Putin likes Hillary and Trump

1

12/03/16 Arkansas Online

Freakshow

Mass
Media

12/05/16 Yahoo Canada Sports

Freakshow

Sports

Freak Show Podcast: Colin Kaepernick crushes
your playoff dream

1

1

12/09/16 Yahoo Canada Sports

Freakshow

Sports

Fantasy Freak Show Podcast: Keep Doug
Martin — the Muscle Hamster — caged?

1

1

12/13/16 WMNF

Freakshow

Sports

Freak Show Live Broadcast

1

1

12/13/16 Yahoo Sports

Freakshow

Sports

Fantasy Freak Show Pod: Reactions to Gordon,
Forte and Tannehill

1

1

12/13/16 Wetpaint

Freakshow

Mass
Media

American Horror Story' Shut Out of 2017
Golden Globes Nominations

1

12/15/16 Dread Central

Freakshow

Mass
Media

Event Report: Freakshow Film Festival
Showcases The Third Day

1

12/15/16 Yahoo Sports

Freakshow

Sports

Freak Show Podcast: Who do you trust in Week
15?

1

1

12/16/16 Yahoo Sports

Freakshow

Sports

Fantasy Freak Show Podcast: Big chill to impact
many in Midwest

1

1

12/16/16 autoevolution

Freakshow

Mass
Media

Freak Show Featuring Stunt-Performing Farm
Machinery Will Hurt Your Eyes

1

12/19/16 The Province

Freakshow

Music

DEAN BRODY: BEAUTIFUL FREAKSHOW

1

Tribune Content
12/31/16 Agency

Freakshow

Mass
Media

Freak Show Friday: Bring on the Zombies and
Aliens

1

The Sudbury Star e01/01/17 edition

Freakshow

Music

1

1

1

1

Freak show

1

Freakshow coming
1

411
01/02/17 OverDrive

Freakshow

Mass Media American Freak Show

1

01/03/17 The Sudbury Star

Freakshow

Music

Brody's 'Freakshow' coming to Sudbury

1

01/05/17 Yahoo Canada Sports

Freakshow

Sports

Freak Show Podcast: Playoff predictions, 2016
lessons learned

01/07/17 Mobile & Apps

Freakshow

American Horror Story' Season 7 Spoilers: Ryan
Murphy Will Bring Back 'Freak Show'
Mass Media Characters ...

01/11/17 Yahoo Sports

Freakshow

Sports

Freak Show Podcast: Can Aaron Rodgers rustle
the Cowboys?

01/11/17 Blabbermouth.net

Freakshow

Music

AMERICAN GRIM To Release 'Freakshow'
Album In February

1

01/12/17 Mirror.co.uk

Freakshow

Politics

Donald Trump's press conference was freak
show updated for the multi-media age

1

01/12/17 FightLine.com

Freakshow

Sports

BAMMA 28 Adds More Bouts, Including Interim
Flyweight Championship

01/14/17 Ticketmaster

Freakshow

Music

Dean Brody's Beautiful Freakshow Tour 2017 Platinum Seating Tickets

Korea Portal (English
01/15/17 Edition)

Freakshow

American Horror Story' Season 7: Ryan Murphy
Mass Media Revealed Freak ShowCharacters, Season 8 a

1

1

1

1

1

1

1

1

1

01/15/17 Digital Journal

Freakshow

Music

ENTERTAINMENT ONE MUSIC SIGNS EAST
COAST SHOCK ROCK GROUP AMERICAN GRIM
...

01/15/17 Eastleigh News

Freakshow

Freakshow

The Circus of Horrors set to entertain
Southampton

1

01/16/17 Fox News

Freakshow

Freakshow

The evolution of Ringling Bros. circus from
freak show to the big top

1

01/17/17 Bradenton Herald

Freakshow

Freakshow

Ringling's evolution, from freak shows to the
big top

1

01/19/17 Daily Mail

Freakshow

Freakshow

Photographic archive of 19th century
deformities released

1

01/20/17 Yahoo Sports

Freakshow

Sports

Fantasy Freak Show: Injuries rule story of week
in NBA

1

1

01/20/17 MSN.com

Freakshow

Sports

Jeremiah: 'Leonard Fournette is a freak show'

1

1

01/21/17 HotRod Network

Freakshow

Mass Media Freak Show Friday: Jet Engine Mayhem

1

01/21/17 GuideLive

Freakshow

LGBTQ+

Cassie's Freak Show at JR's Bar & Grill

1

01/22/17 TUKO.CO.KE

Freakshow

Freakshow

Freak show! New archive of 19th century
images show people's OBSESSION with physical

1

1

412
01/23/17 Kristin Banta Events

Freakshow

Mass Media Freakshow

01/25/17 Craigslist DC

Freakshow

Politics

LOL, the Democrat Party is dead after the Soros
freak show march!

01/27/17 Yahoo Sports

Freakshow

Sports

Fantasy Freak Show: Chicago Bulls turmoil and
waiver wire trends

01/28/17 HotRod Network

Freakshow

Freak Show Friday: Chevette Pickup, Just
Mass Media Because

1

Association of
American Editorial
01/28/17 Cartoonists

Freakshow

Politics

Editorial Cartoon by Aaron Chassy

1

Greensboro News &
02/03/17 Record

Freakshow

Freakshow

Ringling's evolution, from freak shows to the
big top

02/03/17 Latin Post

Freakshow

American Horror Story' Season 7 Updates:
Sarah Paulson To Return In A Rumored Freak
Mass Media Show ...

02/04/17 Hollywood Reporter

Freakshow

Politics

How Trump Inspired Trudie Styler's LGBT
Drama 'Freak Show'

1

02/05/17 Herald Scotland

Freakshow

Politics

Fidelma Cook: Trump is a sideshow as France
faces up to the rise of populism at home

1

1

1

1

1

1

1

Nicolas Jaar Confirms
Golden Plains
02/05/17 SideshowtheMusic

Freakshow

Music

1

02/06/17 OfferUp

Freakshow

Mass Media Funko Pop : American Horror Story Freak Show

1

02/07/17 Yahoo Canada Sports

Freakshow

Sports

Freak Show Podcast: Super Bowl backspin,
2017 look-ahead

02/08/17 EW.com

Freakshow

Theatre

Freak Show: Trudie Styler shares first look at
her directorial debut

02/09/17 Huffington Post UK

Freakshow

Daily Mail Criticised By Trans Activists For
Treating 'Britain's Next Top Model' As A 'Freak
Mass Media Show'

02/10/17 Yahoo Sports

Freakshow

Sports

02/11/17 Co.Design (blog)

Freakshow

I Tried Razer's Freakshow 3-Screen Laptop, And
Mass Media I Liked It

1

02/11/17 Newcastle Herald

Freakshow

Music

1

02/15/17 Hollywood Reporter

Freakshow

Mass Media Freak Show': Film Review | Berlin 2017

02/15/17 Irish Mirror

Nicolas Jaar Confirms Golden Plains Sideshow

Freakshow

Sports

Fantasy Freak Show Podcast: Talking injuries,
pickups and all things hoops

1

1

1

1

Silverchair's freakish second album turns 20

An interview with Colin 'The Freakshow'
Fletcher - a fighter trying to make it big in
MMA

1

1

1

1

1

413
02/15/17 96.1 Kiss - iHeartRadio Freakshow

Music

02/16/17 Screen International

Mass Media Freak Show': Berlin Review

1

02/16/17 96.1 Kiss - iHeartRadio Freakshow

Mass Media American Girl's First Male Doll

1

02/16/17 96.1 Kiss - iHeartRadio Freakshow

Mass Media The best Pop Tarts flavor EVER

1

02/18/17 The Week UK

Freakshow

Politics

Donald Trump bashes media in 'freak show'
press conference

1

02/18/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: An Actual mini-1969
Camaro

1

02/18/17 Digital Spy

Freakshow

American Horror Story creator Ryan Murphy
Mass Media reveals his least favourite season

1

02/18/17 Huffington Post

Freakshow

Politics

Transforming Anger into Art: Bad and Nasty
Collective's Not My President's Day

1

02/18/17 GLAAAD

Freakshow

Theatre

Freak Show

1

02/18/17 WiLD 94.1

Freakshow

Music

Win VIP WiLD Splash Tickets With The
Freakshow!

1

02/18/17 96.1 Kiss - iHeartRadio Freakshow

Music

Joe Jonas And DNCE Takeover THON At Penn
State

1

02/20/17 Mediaite

Freakshow

Politics

Zakaria: Looking Past the 'Freakshow,' Trump
Has Actually Done 'Hardly Anything' So Far

1

02/20/17 New York Post

Freakshow

Freakshow

How the inner pain of a circus freak became a
surprise hit

02/21/17 TripAdvisor

Freakshow

Mass Media Freak show - Fremont Street Experience

1

02/21/17 96.1 Kiss - iHeartRadio Freakshow

Music

(VIDEO) Pool player gives incredible interview

1

02/21/17 96.1 Kiss - iHeartRadio Freakshow

Music

(VIDEO) Migos 'Bad and Boujee' on Ellen

1

02/22/17 The Week UK

Fashion

London Fashion Week: David Ferreira's
'Freakball' brings out the freak in everyone

1

02/22/17 96.1 Kiss - iHeartRadio Freakshow

Music

(VIDEO) What did we just watch?

1

02/22/17 Travel Channel

Freakshow

Crime

Freak Show Murder House Peek VIDEO

1

02/22/17 96.1 Kiss - iHeartRadio Freakshow

Music

(VIDEO) Trebek raps on Jeopardy

1

02/23/17 Buzz.ie

Freakshow

Sports

COLUMN: McGregor v Mayweather is just a
freak show

02/23/17 96.1 Kiss - iHeartRadio Freakshow

Music

Lullaby versions of Closer, Heathens, Starboy

Freakshow

Freakshow

(VIDEO) Here's a snake drinking water

1

1

1

1
1

414

02/23/17 96.1 Kiss - iHeartRadio Freakshow

Music

Facebook comments on Katy Perry 'Rhythm'
video

02/24/17 ABC Online

Freakshow

Freakshow

Adelaide Fringe: What's behind the tattoos,
implants and pizazz of freak showperformers?

02/24/17 ZD Net

Freakshow

Smart glasses advance from freak show to
Mass Media fashion show

1

02/24/17 STLtoday.com

Freakshow

Theatre

Luenell says female comedy shows seen as
afterthought, 'freak show'

1

02/24/17 96.1 Kiss - iHeartRadio Freakshow

Music

(VIDEO) Katy Perry house falls off stage

1

02/24/17 Sportskeeda

Sports

5 Biggest freak show fights in MMA history

1

1

1

1

1

1

Freakshow

1

1

lue Virginia (press
02/26/17 release) (blog)

Freakshow

Politics

Friday News: Bannon is a Rasputin-Like
Madman; CPAC Freak Show; DNC to Vote for
Chair, Vice ..

02/27/17 PressReader

Freakshow

Sports

Visser: 'freak' show can have a happy ending

02/28/17 Ballarat Courier

Freakshow

Freakshow

World Sideshow Festival heads back to Ballarat

03/01/17 Yahoo Sports

Freakshow

Sports

Freak Show Podcast: Will Northwestern's
streak of futility end?

1

1

1

1

1

03/01/17 Sherdog.com

Freakshow

Sports

Rapper vs. Bodybuilder: KSW Adds 'Popek
Monster'-Burneika Freakshow to May 27
Stadium Show

96.1 KISS 03/01/17 iHeartRadio

Freakshow

Music

(VIDEO) 'Shape Of You' with classroom
instruments

1

03/01/17 CMT

Freakshow

Music

Dean Brody Beautiful Freakshow Tour Contest

1

03/03/17 The Mercury News

Freakshow

Freakshow

Embracing their inner freaks

03/05/17 Waiting For Next Year Freakshow

Sports

The Athletic Freak Show: WFNY Mock Draft
Strategies

03/06/17 The Nation

Sideshow

Mass Media The future as freak show

1

03/06/17 PressReader

Sideshow

Mass Media The future as freak show

1

03/07/17 MLive.com

Freakshow

Sports

Joe Louis Arena memories: Tomas Holmstrom
on the 'freak show' and loudest game

1

1

03/10/17 New York Post

Freakshow

Sports

Knicks step closer to lottery after 'The Greek
Freak' show

1

1

03/10/17 Daily News

Freakshow

Wine

Get to know California's newly hot and
wickedly fun wine region

03/10/17 Hillsborough County
Public Library

Freakshow

Sports

Super Soccer Freak Show

1

1

1

1

1
1

1

415
Cooperative OverDrive
Feeder to reissue Renegades and Generation
Freakshow

03/12/17 TeamRock.com

Freakshow

Music

03/12/17 CBS News

Freakshow

"Departure" star Alex Lawther talks the
Mass Media importance of telling LGBT stories

1

03/12/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: The Big T

1

03/12/17 Memphis Flyer (blog)

Freakshow

Theatre

Freaks, Atrocities, Disfigurement, Abuse,
Escape: Your Weekend Theater Roundup

03/15/17 National Post

Freakshow

Sports

Colby Cosh: Ready for the gene-doped freak
show? That's the inevitable future of pro sports

03/16/17 Dayton City Paper

Freakshow

Theatre

A normal 'freak show'

1

03/18/17 The Guardian

Freakshow

Freakshow

Truevine by Beth Macy review – a remarkable
story of freakshow racism

1

03/18/17 Yahoo Sports

Freakshow

Sports

Fantasy Freak Show podcast: Talking injuries
and man-crushes

Freakshow

From Thalidomide and freak shows to global
celebrity and Richard III, it can only be the
inimitable ...

03/22/17 96.1 Kiss - iHeartRadio Freakshow

Music

(VIDEO) Penguins show tribute video for Jagr

1

03/23/17 96.1 Kiss - iHeartRadio Freakshow

Music

Hamilton Is Coming To Pittburgh

1

03/23/17 Yahoo Sports

Freakshow

Sports

Freak Show Podcast: Sweet 16 definitive
breakdown

03/25/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: Repurposing, Recycling,
Ingenuity

03/25/17 Ticketfly

Freakshow

Freakshow

Tickets Cut Throat Freak Show

03/27/17 IMDb

Freakshow

American Horror Story: Freak Show, Twisty:
Mass Media Behind the Mask of Terror

1

03/27/17 96.1 Kiss - iHeartRadio Freakshow

Music

The Florida Pancake Stripper

1

03/27/17 96.1 Kiss - iHeartRadio Freakshow

Music

Florida man charged after eating pancakes in
road

1

03/29/17 Rolling Stone

Freakshow

Freakshow

Danzig Festival to Feature Bondage Stage,
Sacrifice Altar, Freak Show

03/29/17 EW.com

Freakshow

Politics

Green Day's Billie Joe Armstrong calls current
political climate 'a freak show'

03/20/17 Herald Scotland

Freakshow

1

1

1

1

1

1

1

1

1

1
1

1

1

416

03/29/17 WiLD 94.1

Freakshow

Meredith Is Flying With Her 6 Month Old Baby
Mass Media & She's Nervous!

03/30/17 Yahoo Sports

Freakshow

Sports

Fantasy Freak Show Podcast: Auction tips,
players we're avoiding

1

1

03/30/17 411mania.com

Freakshow

Sports

Do Freak Show Fights Really Exist?

1

1

03/30/17 96.1 Kiss - iHeartRadio Freakshow

Music

The Pittsburgh HOLLYWOOD Style Sign

03/31/17 Spectator.co.uk

Freakshow

Freakshow

The shocking story of kidnapped brothers —
exhibited as fairground freaks

Fort McMurray
04/01/17 Tourism

Freakshow

Music

Dean Brody's Beautiful Freakshow Tour 2017

1

04/02/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: RotorWay Javelin prototype

1

04/02/17 Tribal Football

Freakshow

Sports

Ex-Chelsea defender Jason Cundy: Bizarre
Arsenal a freak show

1

1

04/02/17 Detroit Bad Boys

Freakshow

Sports

Pistons vs. Bucks final score: Curtains for
Detroit after Freak show

1

1

04/02/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: When Is a Mustang Not a
Ferrari?

04/03/17 Do214

Freakshow

Cassies Freak Show with Fantasha May May
Mass Media Raquel Bleach

1

04/04/17 Daily Mail

Freakshow

Britney Spears brings out 'the freakshow' with
Mass Media Backstreet Boys

1

04/03/17 MTV.com

Freakshow

Britney Spears Made A Backstreet Boy The Star
Mass Media Of Her Vegas 'Freak Show'

1

Music

(VIDEO) Casey. Hampton. Belly. Flop.

1

1

04/04/17 96.1 Kiss - iHeartRadio Freakshow

1

1

1

1

04/05/17 US Weekly

Freakshow

Music

Britney Spears Made the Backstreet Boys'
Howie Dorough Part of Her 'Freakshow' at Las
Vegas ...

04/05/17 WiLD 94.1

Freakshow

Music

FREAKSHOW PODCAST: We Practice For Our
Valentines Day Show

1

04/05/17 Z103.5

Freakshow

Music

Freak Show

1

04/05/17 Q100 Vegas

Freakshow

Music

Britney Spears Dominates Backstreet Boy
Howie D. During

1

04/05/17 96.1 Kiss - iHeartRadio Freakshow

Music

(VIDEO) Angry Opening Day Mets fan

1

04/05/17 Dread Central

Freakshow

Mass Media Armie Hammer Ain't Afraid of No Freakshow!

1

04/06/17 The Times

Freakshow

Mass Media Final humiliation for 'freak show' quints

1

417
04/06/17 Alive For Football

Freakshow

Mass Media Armie Hammer Ain't Afraid of No Freakshow!

1

04/06/17 ABC iview

Sideshow

Mass Media Trailer: Adam Pearson: Freak Show

1

04/08/17 96.1 Kiss - iHeartRadio Freakshow

Sports

Insane passing on Sheary goal vs. Devils

1

04/09/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: The Custom Touch

04/10/17 The Guardian

Freakshow

Freakshow television has replaced bread and
Mass Media circuses

04/10/17 Jewish Chronicle

Freakshow

Politics

Cork anti-Israel conference was little more
than a freak show

04/12/17 NEWS.com.au

Freakshow

Sports

“AB de Villers, what are you made of?” Sanjay
Manjrekar said.

04/13/17 San Diego Reader

Freakshow

Freakshow

Hottentot Venus

04/12/17 WiLD 94.1

Freakshow

Music

Orlando & The Freakshow

1

04/14/17 Country 93.5

Freakshow

Music

Dean Brody's new Single "Beautiful Freakshow"
is HERE!

1

04/14/17 Country 106.7

Freakshow

Music

Dean Brody's new Single "Beautiful Freakshow"
is HERE!

1

96.1 KISS 04/14/17 iHeartRadio

Freakshow

Music

Benstonium Penguins 2017 playoff pump up
video

1

04/15/17 New Zealand Herald

Freakshow

Freakshow

Albino brothers: Kidnapped from the cotton
fields and sold to a freak show

1

1

04/15/17 Daily Mail

Freakshow

Freakshow

Albino brothers who became the toast of
London

1

1

04/15/17 IMDb

Freakshow

Mass Media Freak Show

04/15/17 PressReader

Freakshow

Sports

THE FREAK SHOW

04/16/17 Simcoe.com

Freakshow

Music

Dean Brody brings 'Beautiful Freakshow' tour
to Casino Rama

04/17/17 Toronto Star

Freakshow

Sports

Freak show nightmare for Raptors in Game 1

1

1

04/17/17 Hero Sports (blog)

Freakshow

Sports

NBA Playoffs: LeBron, Kawhi, Joe Johnson and
the Greek Freak Show up HUGE on Day 1

1

1

04/18/17 Yahoo Sports

Freakshow

Sports

Fantasy Freak Show Podcast: Previewing the
NFL Draft

1

1

04/19/17 Country 93.3

Freakshow

Music

LISTEN: Dean Brody calls to chat "Beautiful
Freakshow"

04/19/17 Goldstar

Freakshow

Sports

Freakshow Wrestling: Hail to the Spandex Gods

1
1

1

1

1
1

1
1

1
1

1

1

1
1

1

418

04/20/17 Time

Freakshow

Trudie Styler: Society Must Accept Every
Mass Media Person's Gender Reality

04/20/17 96.1 kiss

Freakshow

Music

Cutch Lets Everyone Know Center Field Is His
Spot

The World's Finest
04/21/17 Clubs

Freakshow

Freakshow

Peepshow Freakshow w/ DJ Scottie B

96.1 KISS 04/21/17 iHeartRadio

Freakshow

Music

04/22/17 Yahoo Sports

Freakshow

Sports

Freak Show Podcast: NBA playoffs, ranking
Thames, BvP theory

04/22/17 Waterloo Record

Freakshow

Music

ROCKINGHAM: Dean Brody's Beautiful
Freakshow bridges country with rap

04/22/17 Fox Sports

Freakshow

Sports

Live AFL: Round 5, Port Adelaide v Carlton, live
scores, updates, video, live blog

Pembroke Daily
04/22/17 Observer

Freakshow

Music

96.1 KISS 04/22/17 iHeartRadio

Freakshow

Music

ANOTHER Phil Kessel hot dog tattoo

1

04/22/17 New York Times

Freakshow

Music

Brody says time is right for new single

1

04/25/17 yovenice

Freakshow

Freakshow

Venice Freaks Out

Monsters and
04/25/17 Critics.com

Freakshow

Sports

Death-defying freakshow on wheels for 'The
Cowboy' on Vegas Rat Rods

1

04/25/17 Westerner Park

Freakshow

Music

Dean Brody - Beautiful Freakshow Tour

1

04/26/17 The Sweet Science

Freakshow

Sports

The Freak Show: Bad Juju for Big George
Foreman

04/26/17 Discovery

Freakshow

Car Show

Vegas Rat Rods

1

1

1

1

1

1

(VIDEO) Boy tells his mom he's Phil Kessel
1

1

1

1

1

1

Dean Brody to play PMC May 4
1

1

1

1

1

04/27/17 the Advocate

Freakshow

Music

With roots in punk rock, Molly McGuire waves
flag for New Orleans with canvases at Jazz Fest
2017

04/28/17 FXStreet

Freakshow

Politics

Draghi discretion, now back to the US freak
show

1

Rockland County
04/28/17 Times

Freakshow

Politics

SPRING VALLEY FREAK SHOW CONTINUES

1

04/28/17 Argonaut Online

Freakshow

Freakshow

Freaks Out

04/28/17 novaguide.gr

Freakshow

Mass Media AMERICAN HORROR STORY 4: FREAK SHOW

1
1

419

04/29/17 Huffington Post

Freakshow

Freakshow

Iconic Venice Beach Freakshow Is Closing Its
Doors After 11 Years

1

Los Angeles Business
04/29/17 Journal

Freakshow

Freakshow

Iconic Venice Beach Freakshow Is Closing Its
Doors After 11 Years

1

04/29/17 OurLondon.ca

Freakshow

Music

Brody brings Beautiful Freakshow to Bud

04/29/17 novaguide.gr

Freakshow

Mass Media AMERICAN HORROR STORY 4: FREAK SHOW

04/30/17 L.A. Weekly

Freakshow

Freakshow

R.I.P., Venice Beach Freakshow

1

04/30/17 MyNewsLA.com

Freakshow

Freakshow

Bearded Lady,' 'Wolf Boy' farewell: Venice
Beach Freakshow shuttered

1

04/30/17 Ticketmaster

Freakshow

Music

Dean Brody's beautiful Freak Show Tour 2017 Platinum Seating Tickets

NBC Southern
05/01/17 California

Freakshow

Freakshow

Venice Freakshow Comes to End After Decade

05/01/17 novaguide.gr

Freakshow

Mass Media AMERICAN HORROR STORY 4: FREAK SHOW

05/02/17 Los Angeles Times

Freakshow

Freakshow

Venice Beach Freak Show, a bizarre tourist
attraction on the boardwalk, is closing

1

05/02/17 KABC-TV

Freakshow

Freakshow

Iconic Venice Beach Freak Show closes after
losing lease

1

05/02/17 Yahoo Sports

Freakshow

Sports

Freak Show Podcast: Pricing Fournette, NFL
draft takes, MLB draft reboot

05/02/17 Arizona Daily Star

Freakshow

Freakshow

The Venice Beach Freakshow' Draws Its Final
Curtain

1

05/02/17 Reuters

Freakshow

Freakshow

USA-VENICE/FREAKSHOW

1

05/02/17 ArcaMax Publishing

Freakshow

Freakshow

Venice Beach Freak Show, bizarre tourist
attraction on boardwalk, is closing

1

05/02/17 agronaplo.hu

Freakshow

Freakshow

Venice Beach Freak Show, a bizarre tourist
attraction on the boardwalk, is closing

1

05/02/17 KFI - iHeartRadio

Freakshow

Freakshow

Venice Freak Show is No More

1

05/02/17 ittHON.ma

Freakshow

Freakshow

Iconic Venice Beach Freak Show closes after
losing lease

1

05/03/17 Mashable

Freakshow

Freakshow

Freak show says Snapchat to blame for its
closure

1

05/03/17 KABC

Freakshow

Freakshow

End of Venice Freak Show

1

05/03/17 WEEI.com

Freakshow

Sports

The Real K&C - Freak shows, narratives &
heavies 5-2-17

1
1

1

1
1

1

1

1

1

420
Latest News 05/03/17 ittHON.ma

Freakshow

Freakshow

A freak show blames Snapchat for its death

1

05/04/17 The Indian Express

Freakshow

Freakshow

One Size Fits All?

1

05/04/17 96.1 Kiss - iHeartRadio Freakshow

Music

Sidney Crosby concussion Facebook comments

05/04/17 novaguide.gr

Freakshow

Mass Media AMERICAN HORROR STORY 4: FREAK SHOW

05/04/17 kicx917.com

Freakshow

Music

Dean Brody Beautiful Freakshow Tour: What to
Know

05/05/17 The Week Magazine

Freakshow

Freakshow

I thought the Coney Island 'freak show' would
be a rip-off. I was wrong.

1

05/05/17 Spectator.co.uk

Freakshow

Freakshow

A mesmerising doctor and his Victorian freak
show

1

05/05/17 The Corsair

Freakshow

Freakshow

Snapchat Filters Venice Culture

1

05/05/17 96.1 Kiss - iHeartRadio Freakshow

Music

Marc-Andre Fleury Taped Over Niskanen On
His Mask

1

05/05/17 Dawson Creek Mirror

Freakshow

Music

Talking a Beautiful Freakshow

1

05/05/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: A Five-Eras-In-One Ford
Cortina Cornucopia

1

05/05/17 Hindustan Times

Freakshow

Theatre

As the scope for dissent shrinks, a play explores
individuality and differences

05/05/17 Hollywood Life

Freakshow

American Horror Story' Boss Shares Creepy
Mass Media First Look At Election-Themed Season 7

1

1

05/05/17 96.1 Kiss - iHeartRadio Freakshow

Music

Marc-Andre Fleury Asked About Removing
Niskanen

05/07/17 Patch.com

Freakshow

Freakshow

Freakshow Closes; Man Accused Of Molesting
Lost Child At Mall; Obama Freeway

05/09/17 MMAmania.com

Freakshow

Sports

Luke Rockhold slams 'freak show' UFC,
demands path to title or release from contract

05/09/17 96.1 Kiss - iHeartRadio Freakshow

Music

Benstonium: Pens vs. Caps, Game 6 Video
Montage

05/10/17 TV Guide (blog)

Freakshow

Mass Media Gotham: What a Freak Show!

05/11/17 Red Deer express

Freakshow

Music

05/11/17 novaguide.gr

Freakshow

Mass Media AMERICAN HORROR STORY 4: FREAK SHOW

05/12/17 Spectator.co.uk

Freakshow

Fashion

Country singer Dean Brody includes Red Deer
on his tour

Anna Wintour's freak show diminishes a great
institution

1
1

1

1

1

1

1

1
1

1
1

1

421
Paradise Valley
05/12/17 Independent

Freakshow

Art

The Dainty Little Freak Show' reconfigures
traditional art, materials

1

05/12/17 Winnipeg Free Press

Freakshow

Music

A country artist of many influences

1

05/12/17 96.1 Kiss - iHeartRadio Freakshow

Sports

Caps Facebook comments after Game 7 loss to
Pens

1

1

05/12/17 96.1 Kiss - iHeartRadio Freakshow

Sports

Penguins Locker Room After The Game 7 Win

1

1

05/13/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: A Unique Ride With a Top
Fuel Connection

05/13/17 India Today

Freakshow

Sports

IPL 2017: Ben Stokes freak show leaves Delhi
Daredevils stunned

05/14/17 DoLA

Freakshow

Freakshow

Freak Show

Freakshow

"Alien: Covenant" sacrifices freak show
theatrics for fan service, isn't as good as
Mass Media underrated ...

Baltimore City Paper
05/16/17 (blog)

1

1

1

1

1

05/17/17 96.1 Kiss - iHeartRadio Freakshow

Sports

Embrace the Chase' - Benstonium/Penguins
video

05/18/17 Londonist

Freakshow

Freakshow

The Freak Show Empire Across Victorian
London

Big Gay Picture Show
05/18/17 (blog)

Freakshow

God's Own Country & Bette Midler In Freak
Show To Open & Close LA's Outfest 2017 LGBT
Mass Media Film ...

1

05/18/17 WiLD 94.1

Freakshow

FREAKSHOW PODCAST: Don't Get Your Honey
Mass Media Where You Make Your Money!!!

1

05/20/17 Deadline

Freakshow

IFC Films Picks Up Trudie Styler's Feature
Mass Media Directing Debut 'Freak Show'

1

05/20/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: Bonking a 'Burban Back to
Your 'Burban

1

05/20/17 MyNewsLA.com

Freakshow

Kim Kardashian's butt likened to 1800s freakMass Media show slave 'Venus'

1

05/20/17 WiLD 94.1

Freakshow

FREAKSHOW PODCAST: Is It Ok To Give A Used
Mass Media Wedding Ring???

1

05/21/17 DC Theatre Scene

Freakshow

Freakshow

05/21/17 WiLD 94.1

Freakshow

Orlando & The Freakshow Have Your Chance
Mass Media the Rapper

1

05/23/17 Rooster Teeth

Freakshow

Mass Media FOOD COURT FREAK SHOW - Part 1

1

05/23/17 Latest News - mu.hu

Freakshow

Sports

Venus Review: Suzan-Lori Parks Revival about
African Woman as Freak ShowWonder

Aaron Hicks / Fantasy Freak Show Podcast:
How good is Corey Dickerson?

1

1

1

1

1

1

422

05/24/17 Fort McMurray Today Freakshow

05/24/17 Mirror.co.uk

Freakshow

Music

GALLERY: Beautiful Freakshow Tour at Shell
Place

Freakshow

Goodbye to the 'Land of the Freaks' as the
curtains fall on Barnum & Bailey - the greatest
show on ...

1

1

International Business
05/24/17 Times AU
Freakshow

American Horror Story' season 7 cast updates:
Mass Media 'What I Like About You' actress joins cast in ...

1

05/26/17 Variety

Freakshow

How Trudie Styler's Experience Being Bullied
Mass Media Inspired Her Directorial Debut 'Freak Show'

1

05/26/17 Medicine Hat News

Freakshow

Music

05/26/17 Catholic Culture

Freakshow

Mass Media Freak Shows

1

Tribune Content
05/26/17 Agency

Freakshow

How Trudie Styler's Experience Being Bullied
Mass Media Inspired Her Directorial Debut

1

05/27/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: When is a Dragster Also a
Corvette?

1

05/27/17 Oman Observer

Freakshow

Mass Media Media turns a patient into a freak show

1

05/28/17 Do312

Freakshow

Music

the ultimate blackrock xxx freakshow

1

05/29/17 ChronicleLive

Freakshow

Sports

Colin 'Freakshow' Fletcher enjoying MMA again
as he scores emphatic first round win

05/31/17 Times Colonist

Freakshow

Music

Calendar, May 30 - 31: Freak Show, Born
Yesterday

05/31/17 AXS.com

Freakshow

Freakshow

River City Rockfest spotlight: Hellzapoppin
Freak Show

1

Yakima Herald06/01/17 Republic

Freakshow

Freakshow

Weekend Pick: A beer carnival with a
freakshow

1

06/01/17 Chattanooga Pulse

Freakshow

Freakshow

20 Years Of Making Audiences Cringe

1

06/02/17 Mega 99.3 Online

Freakshow

Freakshow

Carnival & Freak Show At Hop Nation - Who
Knew?

1

06/02/17 Ocean 98.5

Freakshow

Music

Dean Brody Brings Beautiful Freakshow Tour to
Victoria

06/04/17 L.A. Weekly

Freakshow

Freakshow

Is Snapchat Illegally Snapping Up Residential
Parking in Venice?

1

06/06/17 Curbed LA

Freakshow

Freakshow

Snapchat is taking away resident parking in
Venice, locals say

1

International Business
06/07/17 Times AU
Freakshow

Dean Brody is ready for a beautiful, surprising
night

Gotham' season 4 update: Freak show far from
Mass Media over, new 'Batman' villains coming

1

1

1

1

1

1
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06/09/17 WILD 94.1

Freakshow

FREAKSHOW PODCAST: Is It Ok For A Man To
Mass Media Take A Woman's Last Name After Marriage?

1

06/10/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: Firebird-Jeep Mishmash-up

1

06/12/17 TulsaPeople

Freakshow

Freakshow

Freak Show

Rockstar Support 06/12/17 Rockstar Games

Freakshow

Holy F%$# That Was The Night Hack Freak
Mass Media Show

06/13/17 Yahoo Sports

Freakshow

Sports

06/13/17 Bloody Disgusting

Freakshow

New DLC Event Brings a Twisted Freakshow to
Mass Media 'Killing Floor 2'

1

CarolinaBlue 06/14/17 247Sports

Freakshow

Sports

FREAK SHOW - Prospect List (VIP)

1

06/15/17 2paragraphs.com

Freakshow

Freakshow

True Life' Bearded Lady Dakota Performs
Mousetrap Act In Freak Show

06/16/17 Tar Heel Blog (blog)

Freakshow

Sports

UNC Football: What to watch for at the Freak
Show this year

1

1

Fightful (press
06/16/17 release) (registration) Freakshow

Sports

McGregor vs. Mayweather: The Freak Show Is
Going To Happen

1

1

1

1

1

1

Fantasy Freak Show Podcast: Mallex, Maybin,
closers, JA Happ

1

1

South China Morning
06/16/17 Post

Freakshow

Sports

Mayweather-McGregor is a freak show
bordering on something you see in WWE, not a
legitimate ...

06/17/17 FOXSports.com

Freakshow

Sports

Think Mayweather-McGregor is a freak show?
How about these?

1

1

06/17/17 Hamilton Spectator

Freakshow

Sports

Think Mayweather-McGregor is a freak show?
How about these?

1

1

06/17/17 The Daily Banter

Freakshow

Sports

Floyd Mayweather vs Conor McGregor: The
Trump-Like Freak Show of The Fight World

1

1

06/17/17 Queerty

Freakshow

Freak Show,' 'Beach Rats,' and 10 other mustsee features from the most incredible film
Mass Media festival ...

CarolinaBlue 06/17/17 247Sports

Freakshow

Sports

06/17/17 Ticketfly

Freakshow

Music

The Freak Show

1

06/17/17 Kiss 95.1 fm

Freakshow

Music

Freakshow Archives

1

06/17/17 WILD 94.1

Freakshow

Music

FREAKSHOW PODCAST: Macklemore Calls To
Talk About His New Single

1

CarolinaBlue 06/18/17 247Sports

Freakshow

Sports

FREAK SHOW - Prospect List (UPDATED)

freak show live discussion thread

1

1

1

1

1
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Pittsburgh Post06/19/17 Gazette

Freakshow

Politics

Prime-time freak show: NBC interview with
Alex Jones better be brutal

06/19/17 Independent.ie

Freakshow

Sports

Tommy Conlon: Suckers roll up for freak show
without a shred of sporting legitimacy

CarolinaBlue 06/19/17 247Sports

Freakshow

Sports

06/20/17 Tar Heel Blog (blog)

Freakshow

Sports

06/20/17 MMA News

Freakshow

CarolinaBlue 06/20/17 247Sports

1

1

1

1

1

UNC recruiting: Larry Fedora's successful Freak
Show

1

1

Sports

Jim Lampley Weighs in on 'Freak Show'
McGregor vs. Mayweather Bout

1

1

Freakshow

Sports

WATCH: QB Jace Ruder at the Freak Show

1

1

06/20/17 MSN.com

Freakshow

Sports

2018 QB Jace Ruder throws at Freak Show

1

1

06/20/17 Tar Heel Blog (blog)

Freakshow

Sports

North Carolina Football Recruiting: A post
'Freak Show' look at the 2018 class

1

1

North State Journal
06/20/17 (subscription)

Freakshow

Sports

Fedora's Freakshow lands seven commitments
for UNC football

1

1

06/20/17 Normangee Star

Freakshow

Sports

Think Mayweather-McGregor is a freak show?
How about these?

1

1

CarolinaBlue 06/20/17 247Sports

Freakshow

Sports

WATCH 2018 WR Jordyn Adams at the Freak
Show

1

1

06/22/17 Indianapolis Star

Freakshow

Janet Guthrie says proposed women-only
Mass Media racing series would be a 'freak show'

1

1

06/22/17 Scout

Freakshow

Sports

DL Commit Hakeem Beamon Liked Everything
About UNC

1

1

CarolinaBlue 06/22/17 247Sports

Freakshow

Sports

WATCH 2018 WR Jordyn Adams at the Freak
Show

1

1

06/27/17 Stuff.co.nz

Freakshow

Nasty comments plague 'freak show' police
Mass Media Facebook pages

06/27/17 Independent.ie

Freakshow

Freakshow

Welcome to the new normal, as a travelling
freak show transforms

06/27/17 News & Observer

Freakshow

Sports

No. 1 running back Zamir 'Zeus' White
announces he's heading to Georgia, not UNC

06/27/17 The Independen

Freakshow

American Horror Story season 7: New monster
Mass Media revealed, Lady Gaga confirmed not to return

06/27/17 Laredo Morning Times Freakshow

Sports

SCOOP: The Freak Show

Unbeaten teams grow fewer after Week 2 in
ABL

1

1

1

1

1

1

1
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06/30/17 Daily Californian

Freakshow

Freak Show' tackles cliché with 'trans-visionary'
Mass Media grace

1

07/01/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: Gremmie Messes

1

Winston-Salem
07/03/17 Journal

Freakshow

Freakshow

17th annual Heavy Rebel Weekender draws
enthusiastic crowd

07/03/17 LA Daily News

Freakshow

Outfest returns for its 35th installment of
Mass Media LGBTQ films

07/05/17 The Franklin Sun

Freakshow

Sports

07/06/17 CNBC

Sideshow

Mass Media Freakshow Industries Intros Backmask Plugin

07/06/17 Biography

Freakshow

Freakshow

07/08/17 First Showing (blog)

Freakshow

KVIFF Review: 'Freak Show' is an Optimistic
Mass Media Story About Being Yourself

07/08/17 hotpress.com

Freakshow

Music

Ghostpoet unveils dark, oppressive video for
new song "Freakshow"

1

https://www.musicradar.com/news/backmaskcould-be-the-craziest-plugin-of-the-year-andyoure-allowed-to-steal-it

1

1

1

A box office cure-all for the dog days of
summer

PT Barnum's Unusual Museum Attractions

1

1
1

1

1

07/08/17 MusicRadar

Freakshow

Music

NBC Southern
07/08/17 California

Freakshow

Mass Media Weekend: Outfest Opens

1

TV Movie Fix (press
07/10/17 release) (blog)

Freakshow

Legends of Tomorrow Season 3: Filming Starts,
Mass Media Episode 2 Is “Freakshow”

1

07/11/17 TV Guide (blog)

Freakshow

American Horror Story: Ryan Murphy Teases a
Mass Media Killer Freak Show Comeback

1

07/11/17 AceShowbiz

Freakshow

Does Ryan Murphy Hint at Lady GaGa's
'American Horror Story' Return With This
Mass Media Photo?

1

07/12/17 Inverse

Freakshow

A 'Freakshow' Character Returns for 'American
Mass Media Horror Story' S7

1

Pittsburgh Post07/13/17 Gazette

Freakshow

Sports

Twenty years later, a look back at the Francisco
Cordova-Ricardo Rincon no-hitter

1

1

1

1

07/13/17 Telegraph.co.uk

Freakshow

Sports

How Conor McGregor took round one from
Floyd Mayweather as boxing's biggestfreak
show ...

07/13/17 Shanken News Daily

Freakshow

Wine

Lodi's Michael David Winery In Expansion
Mode

07/13/17 Leicester Post

Freakshow

American Horror Story season 7: Twisty the
Mass Media Clown confirmed to return

1

1
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07/14/17 TVOvermind

07/14/17 ChristianToday

Freakshow

Bold Predictions for Twisty the Clown in
Mass Media American Horror Season 7

1

Freakshow

American Horror Story' season 7 spoilers:
Twisty the Clown returns; title to be revealed
Mass Media soon

1

07/16/17 TVNZ

Freakshow

Sports

That's a freak show!' McKenzie bolts off Chiefs'
linebreak, carves bumbling Brumbies defence
for ...

07/16/17 Daily Star

Freakshow

Freakshow

FREAK SHOW: Tattoo-lovers show off EXTREME
inkings and piercings at convention

1

Flashback: The Elephant Man, David Lynch's
most conventional film, takes a compassionate
look ...

1

1

1

South China Morning
07/16/17 Post

Freakshow

Freakshow

07/19/17 TV3.ie

Freakshow

Laverne Cox closes Outfest with screening of
Mass Media new Freak Show movie

07/19/17 Tar Heel Blog (blog)

Freakshow

Sports

07/19/17 Mic

Freakshow

The latest 'American Horror Story' season 7
Mass Media clue has everyone confused

1

07/19/17 Goss.ie

Freakshow

EXCLUSIVE! Laverne Cox on what it means to
Mass Media be an inspiration

1

07/20/17 CBS Chicago

Freakshow

Sports

Bernstein: Big Mayweather-McGregor Fight
Just A Nasty Freak Show

1

1

07/20/17 Sports Illustrated

Freakshow

Sports

Saquon Barkley's freak-show legs carry
Heisman hype and Penn State's title hopes

1

1

07/20/17 Study Breaks

Freakshow

Are Reality Shows Starring People with Medical
Mass Media Conditions Exploitative?

1

07/20/17 Starticket

Freakshow

Music

1

07/20/17 WILD 94.1

Freakshow

FREAKSHOW PODCAST: Making $17 Last A
Mass Media Week For All Your Food!

07/21/17 The Australian

Freakshow

Sports

07/21/17 HuffPost

Freakshow

Trudie Styler Explains The Message Behind Her
Mass Media New Queer Teen Movie

07/23/17 New Zealand Herald

Freakshow

Sports

07/23/17 Deadline Detroit

Freakshow

Top-Rated 'Dave and Chuck the Freak' Show
Mass Media Will Simulcast in Beantown

1

07/23/17 Windsor Star

Freakshow

Dave and Chuck the Freak show to air in
Mass Media Boston

1

UNC football is building a family atmosphere

1
1

Dirty Freakshow Halloween @ Sektor 11

Not even a freak show will tempt Usain Bolt
back

Jack Tame: Watching Tour de France for the
freak show

1

1

1

1

1

1

1
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07/23/17 Flavorwire

Freakshow

A Clown Cult “Want[s] You” In Teaser for
Mass Media 'American Horror Story' Season 7

1

07/23/17 Den of Geek UK

Freakshow

American Horror Story: season 7 title finally
Mass Media revealed

1

07/24/17 Belleville Intelligencer Freakshow

Car Show

1

07/26/17 PopCulture.com

Freakshow

Ryan Murphy Reveals Sarah Paulson and Evan
Mass Media Peters' Characters in AHS: Cult

1

07/26/17 Out Magazine

Freakshow

Freak Show Is the Loud, Queer Coming of Age
Mass Media Story We've Been Waiting For

1

07/26/17 Advocate.com

Freakshow

Freak Show's Director on a Genderqueer
Mass Media Teen's Dream of Homecoming Queen

1

07/26/17 RetroEnt (blog)

Freakshow

American Horror Story: Cult – Everything We
Mass Media Know so Far

1

Freakshow

Cults, clowns and creepy politics: Everything
we know about American Horror Story season
Mass Media 7 so far

1

07/28/17 Metro

Cowboy and the Freakshow

08/01/17 TheChronicleHerald.ca Freakshow

Politics

OPINION: Lyin' Donald's freak show closer to us
than we think

1

08/01/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: Skittles Engine

1

08/01/17 Bloody Disgusting

Freakshow

New “American Horror Story: Cult” Teaser is a
Mass Media Creepy Bath Bomb

Independent
Community
08/02/17 Newspaper

Freakshow

Sports

08/02/17 Bloody Disgusting

Freakshow

Kathy Bates Will Not Be Back for “American
Mass Media Horror Story: Cult”

08/03/17 Business Mirror

Freakshow

Sports

08/03/17 Attitude Magazine:

Freakshow

American Horror Story' creator Ryan Murphy
Mass Media reveals how all the seasons are connected

1

08/04/17 Loudwire

Freakshow

Music

Gone Is Gone Turn the Tables on Freak Show
Hecklers in 'Echolocation' Video

1

08/04/17 BuzzFeed News

Freakshow

Cast Of "American Horror Story: Cult" Is
Mass Media Fucking Fantastic

08/04/17 MMA Today (blog)

Freakshow

Sports

08/05/17 Zimbio

Freakshow

Will 'AHS: Cult' Be Watchable Without Kathy
Mass Media Bates and Jessica Lange?

Floyd Mayweather-Conor McGregor freak
show is a stale act already

A freak show

UFC 214: Biggest Winners and Losers

1

1

1

1
1

1

1
1

1

1
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08/05/17 ChristianToday

Freakshow

American Horror Story' season 7 release date,
cast news: 'Cult' will welcome back fan-favorite
Mass Media ...

08/05/17 93.1 JAMZ

Freakshow

Music

Freak Show Gets A Call from Dane County Jail

1

08/06/17 Financial Times

Freakshow

Politics

Temer's travails set the stage for Brazil's
political freak show

1

08/06/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: Tractor Mashup

1

08/06/17 BleacherReport

Freakshow

Sports

WWE's Most Controversial and Shocking
Stories for the Week of August 4

08/06/17 Daily Star

Freakshow

American Horror Story season 7 drops major
Mass Media spoilers with character reveal

1

08/07/17 Zimbio

Freakshow

Every Season of 'American Horror Story',
Mass Media Ranked By Scare Factor

1

08/07/17 iNews

Freakshow

As MailOnline grows, the political power of the
Mass Media Daily Mail is waning

1

Cedar Point closing 3 HalloWeekends
attractions: New haunted houses coming in
2017

1

1

1

08/08/17 WKYC-TV

Freakshow

Freakshow

08/08/17 Hibbing Daily Tribune

Freakshow

Mass Media Iron Mike and Bigfoot

1

08/09/17 89.3 KPCC

Freakshow

Haruo Nakajima, who played the original 1954
Mass Media Godzilla, dies

1

08/10/17 93.1 JAMZ

Freakshow

Mass Media Freak Show Madtown Confessions

1

08/11/17 Mirror.co.uk

Freakshow

Freakshow

Portraits from the freak show: Fascinating
photographs of tragic performers who kept
Victorians ...

08/11/17 Noisey

Freakshow

Music

HELL's Apocalyptic Doom Will Outlive Us All

08/11/17 Daily Mail

Freakshow

Sports

Anthony Joshua three-fight plan is Kubrat
Pulev, Luis Ortiz and Deontay Wilder... before
then is the ...

08/11/17 Herald Sun

Freakshow

Freakshow

Moving performances but uneven impact

08/14/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: C-series Mercedes coupe
Merc

08/14/17 Tar Heel Blog (blog)

Freakshow

Sports

North Carolina recruiting: Will the Tar Heels
land an interior lineman?

08/14/17 PopCulture.com

Freakshow

Three 'American Horror Story: Cult' Scenes
Mass Media Revealed

08/15/17 Entertainment Focus

Freakshow

Music

Dylan Scott – Dylan Scott Deluxe Edition album
review

1

1
1

1

1

1

1

1

1

1

1
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08/16/17 Times of Malta (blog)

Freakshow

Mass Media We refuse to be part of the freak show

1

08/16/17 Bloody Disgusting

Freakshow

Latest “AHS: Cult” Clue Again Teases the
Mass Media Return of Twisty

1

08/18/17 Mediaite

Freakshow

Politics

European Morning Joe Person: World Thinks
US is a 'Freak Show'

1

Freakshow

American Horror Story: Cult' Spoilers: Sarah
Paulson And Evan Peters' Roles, 'Freak Show'
Mass Media Returns?

1

08/18/17 The Inquisitr

08/18/17 The Independent

Freakshow

Music

Album reviews: Ghostpoet - Dark Days +
Canapes, Grizzly Bear - Painted Ruins, Iron &
Wine ...

08/18/17 IMDb

Freakshow

Politics

European Morning Joe Person: World Thinks
US is a 'Freak Show'

08/22/17 Boxing.com (blog)

Freakshow

Sports

Jim Lampley on Mayweather-McGregor

1

1

08/23/17 Eagle-Tribune

Freakshow

Sports

Mayweather-McGregor: Ticket sales sluggish
for 'freak show'

1

1

08/23/17 The Hindu

Freakshow

Music

Talkie's take on tunes

08/24/17 CHCH News

Freakshow

Sports

“The Freak” show

08/24/17 Film School Rejects

Freakshow

American Horror Story: Cult' Trailer Hints at
Mass Media 'Freak Show' Connection

08/24/17 AL.com

Freakshow

Sports

Alabama's 'utter freak show' in line to start at
defensive end

1

1

08/24/17 Economic Times

Freakshow

Sports

Mayweather v McGregor: Why Las Vegas is
perfect for the freak show

1

1

08/24/17 The Second City

Freakshow

Mass Media Disposable Income Freak Show

1

08/24/17 WiLD 94.1

Freakshow

FREAKSHOW PODCAST: What Fines Have You
Mass Media Not Paid?

1

1

1

1
1

1

1

08/25/17 Herald Sun

Freakshow

Sports

Five freakshow fights: Muhammad Ali v
Antonio Inoki; Chuck Wepner v Victor the Bear
(an actual ...

08/25/17 Sky News

Freakshow

Sports

McGregor v Mayweather: Freak show or
sporting spectacle?

1

1

08/25/17 Scout

Freakshow

Sports

Inside the Commitment: DeAndre Hollins

1

1

08/25/17 Met Media

Freakshow

Freakshow

Highlights: Hellzapoppin Circus brings power
cords and swords

08/25/17 93.1 JAMZ

Freakshow

LISTEN: Guys Have You Been Added to the
Mass Media Freak Show Do Not Date List?

1

1

1

1
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08/25/17 Baltimore Sun (blog)

Freakshow

Kathy Bates and Conan O'Brien sing the
Mass Media national anthem in Bawlmerese

08/26/17 CBS Chicago

Freakshow

Sports

Baffoe: Mayweather, McGregor & The Freak
Show

08/26/17 HotRod Network

Freakshow

Car Show

Freak Show Friday: BMW CS NASCAR Coupe

08/26/17 The Inquisitr

Freakshow

American Horror Story: Cult' Spoilers: Season 7
Mass Media Teased To Have 'Freak Show' Connections

08/26/17 BoxingScene.com

Freakshow

Sports

08/26/17 Traverse City Ticker

Freakshow

Mass Media Freakshow, Boardman Review Make Debuts

08/26/17 WhatCulture

Freakshow

Sports

9 Times WWE Promoted 'Freak-show' Matches

1

1

08/28/17 NEWS.com.au

Freakshow

Sports

World reacts to Floyd Mayweather-Conor
McGregor megafight

1

1

08/29/17 Belfast Telegraph

Freakshow

Sports

Comment: Floyd Mayweather was so bad he
made freak show into genuine prize fight

1

1

08/29/17 Daily Mail

Freakshow

Fashion freakshow: From tacky flesh flashing to
skin-tight catastrophes, the celebrities who
Mass Media suffered ...

1

08/29/17 moviepilot.com

Freakshow

Emmy Award-Winning Composer Mac Quayle
Mass Media Talks 'Feud', Ryan Murphy & Secrets From ...

1

08/30/17 moviepilot.com

Freakshow

Ryan Murphy Shares Character Details For
Mass Media 'American Horror Story: Cult' During FX Panel

1

09/01/17 Elite Daily

Freakshow

Here's What Twisty The Clown From 'AHS'
Mass Media Looks Like In Real Life

1

Allentown Morning
09/01/17 Call

Freakshow

Freakshow

Allentown Fair features return of freak shows

09/02/17 247Sports

Freakshow

Sports

David Pollack calls UGA freshman 'a freak
show'

09/02/17 UPROXX

Freakshow

Ranking The 'American Horror Story'
Mass Media Characters We'd Most Like To See Return

09/02/17 National Post

Freakshow

Sports

09/03/17 The Independent

Freakshow

American Horror Story season 7: New promo
sees Twisty the Clown's sinister legacy come to
Mass Media life

09/03/17 Press Herald

Freakshow

Freakshow

1

1

1

1

Kellie Maloney: Mayweather vs. McGregor is a
Freak Show!

1

1
1

1

1

1

1

Colby Cosh: Sure the Mayweather-McGregor
match was a circus. Don't we like circuses?

Elephant Man' playwright Bernard Pomerance
dies of cancer at 76

1

1

1

1

1
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09/03/17 Hidden Remote

Freakshow

Evan Peters is terrifying as Kai Anderson in
Mass Media American Horror Story: Cult

1

09/04/17 Mubi

Freakshow

Politics

1

09/05/17 The Inquisitr

Freakshow

AHS' Season 7: Trump Election Night, 'Freak
Show's' Twisty, Prominent In New Terrifying
Mass Media Trailer ...

Cashbox Magazine
09/05/17 Canada

Freakshow

Music

09/07/17 EW.com (blog)

Freakshow

American Horror Story: The Freak Show scene
Mass Media you must rewatch before Cult

1

09/07/17 The Straits Times

Freakshow

Storylines never cease to surprise Sarah
Mass Media Paulson

1

09/08/17 Tillsonburg News

Freakshow

Sports

09/08/17 Screen Rant

Freakshow

How American Horror Story: Cult Is Bringing
Mass Media Twisty the Clown Back

1

09/08/17 Daily Mail

Freakshow

Bra-less Bella Hadid puts on quite a sideshow
Mass Media in racy navy top while strutting her stuff in NYC

1

09/08/17 Voice of San Diego

Freakshow

I Made it in San Diego: 'The Soap of a
Mass Media Generation' Started With a Soapbox

1

09/09/17 HuffPost UK

Freakshow

Politics

How Politics Has Become A Reality TV Freak
Show

1

09/09/17 HotRodNetwork

Freakshow

Car Show

Freak Show Friday: Truckmaro

1

09/09/17 HotRodNetwork

Freakshow

Car Show

Freak Show Friday: Truckmaro

1

09/10/17 TVShowsOnDVD.com

Freakshow

American Horror Story - Blu-rays and DVDs are
Mass Media ALREADY Being Planned for the 'Cult

1

09/10/17 Newegg.com

Freakshow

American Horror Story: Freak Show Twisty The
Mass Media Clown Adult Costume, Medium 40

1

Freakshow Cast & Crew

1

Dean Brody Live and Kickin'
1

Classic Championship Wrestling returns to
Delhi Fall Fest

09/12/17 Kent Live

Freakshow

Freakshow

Screamland 2017 - how to get tickets,
wristband prices, and a first look at the
terrifying new mazes

09/13/17 FOXSports.com

Freakshow

Sports

Column: Freak show over, the real fight is
finally here

York Daily
09/14/17 Record/Sunday News

Freakshow

Freakshow

The freak show: A dying piece of Americana at
the York Fair

09/14/17 The Durango Herald

Freakshow

Sports

Dahlberg: Freak show over, the real fight is
finally here

1

1

1

1

1

1

1

1
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Cedar Point's HalloWeekends opens Friday
with themed Mine Ride, new haunted houses,
return of ...

09/14/17 cleveland.com

Freakshow

Freakshow

09/14/17 Seattle Times

Freakshow

Mass Media Get ready for a bunch of 2017 fall film festivals

09/15/17 Hartford Courant

Freakshow

Sports

Freak Show Over, Real Fight Finally Here

09/16/17 HotRodNetwork

Freakshow

Car Show

Freak Show Friday: Luke Skywalker's Earth-pod

The Independent
09/16/17 Florida Alligator

Freakshow

Sorry, but 'American Horror Story: Cult' just
Mass Media isn't all that scary

09/17/17 Bloody Elbow

Freakshow

Sports

Benson Henderson says Mayweather vs.
McGregor was a freak show

The Good Men Project
09/17/17 (blog)
Freakshow

Freakshow

From Freak Show To Science, A History Of
Preemie Care

09/18/17 Mad River Union

Freakshow

Mass Media Freakshow-magnet

1

09/19/17 Quad (subscription)

Freakshow

American Horror Story continues the year of
Mass Media the clown

1

09/19/17 SoGlos.com

Freakshow

Freakshow

09/20/17 Romper

Freakshow

Is 'AHS: Cult' Connected To Earlier Seasons
Other Than 'Freak Show'? There Are Some
Mass Media Callbacks ...

1

09/20/17 Thrillist

Freakshow

Every Twisted Season of 'American Horror
Mass Media Story,' Ranked by an Obsessive Fan

1

09/20/17 NextShark

Freakshow

Meet the Wannabe Asian Cowboy Who Wants
Mass Media To Murder BLM Activists and Muslims

1

09/21/17 BT TV (blog)

Freakshow

How are the America Horror Story series
Mass Media connected?

1

09/21/17 Domestika

Freakshow

Mass Media American Horror Story - Freakshow

1

Galesburg Register09/22/17 Mail

Freakshow

Theatre

Freakshow 3' brings comedy, improv, live
music

The
09/22/17 Register/Advertiser

Freakshow

Freakshow

FreakShow haunted house in Greenwich
'almost like a nightmare'

Freakshow

“God's Own Country,” “After Louie,” “Freak
Show” Headline Newfest, New York's LGBT
Mass Media Film Festival

09/22/17 NewNowNext

Win a pair of tickets to FearFest-Evil

ACTUAL FREAKSHOW MENTIONS PAST AND
PRESENT SUM
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APPENDIX B
Così Fan Tutte Interview with Leo (Jonathan) Mendez (Leo The Human Gumby)
July 7, 2018

1. What was the name of your character in Cosí Fan Tutte and what were your thoughts about
your character?
Leo: I played the witchdoctor in così fan tutte. My thoughts was this is awesome as the
character is shirtless and I’m always performing shirtless. We have a similarity in that
perspective so that was easy.
2. The sideshow has become a popular theme or storyline in media, television, and advertising
since Coney Island USA’s reinvention of the sideshow as a postmodern phenomenon in the
1980s. In the last few years, there has been an abundance of sideshow-inspired television
series and major art exhibitions on both Coney Island and the sideshow. Phelin McDermott,
in an interview about the carnivaleque Così Fan Tutte with The Guardian claimed that the
opera plays with the themes of “normality” and the fluidity of identity. In consideration of all
of this, what did you think about the idea of blending Mozart’s Così Fan Tutte opera and a
1950s Coney Island setting with a sideshow in 2018 and the fluidity of any category (art,
identity, etc)?
Leo: I think this was a great mix, as some of the public believed he was ruining opera by
mixing the two worlds. Mixing circus & sideshow into opera opens up a new audience of
spectators.
3. What do you hope audience members understood about the sideshow’s inclusion in Così Fan
Tutte?
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Leo: Hopefully they understood that even though we can’t sing we still have a voice as great
talented circus performers. That we are beautiful in our ways same as opera singers are in
theirs.
4. Was there an opportunity to give input on the authenticity of the historical aspect of the
sideshow in Così Fan Tutte to either set designer Tom Pye or Director Phelim McDermott? If
so, what type of input did you or the other sideshow performers as “skills performers”
suggest?
Leo: This set was from Phelim così fan tutte overseas. They brought it over as the same set
design. We really didn’t suggest any changes. We took it as they already had it planned.
5. What do you think is the most important lesson the opera performers/director/etc learned
from you and the other sideshow or skills performers and what did you learn from them?
Leo: We all learned from each other. Everyone got along well, everyone was professional
with each other and we had some good times. Hopefully we opened up more opportunities
with mixtures of circus and opera in the future.
6. Is there anything else that you think is important to share about your experiences in Così Fan
Tutte?
Leo: I had a great time. Never thought ill be performing on that stage but I did. The show is
coming back in 2020 I believe, hopefully I can be apart of that cast again. Lets keep mixing
circus and opera together.

